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RTTRtR  ttrtr  3  wffRRT  rr  w  ti  rtrtt  rcr  wr  rrtf  ti 

tWR  ■ft,  MKMftcb  RTRTTR;  TTRTR  R^  fRRtfRRT,  fjRr'-HI,  RTRRT,  U^dl 
cT^TT  #TRTfTlRKTT  Rlt  3Tfq^RRR  Mt  tl  RTRRT  3RRj  3RR  4’  TRpf  fRRT 
t,  fRTTR  SlfRRR,  TTRK,  RTfRRT,  TPftrf  ^cRTfR  RRT  TTTR  RRfcsqR  TR?1  tl 
H<H<I  tf  RT2RT  5blsi  Rit  d<6  tl  RR  RRT  d<6  R>t  crTlcdl  tl 

cdl=h'dlcM  R  t?Tffl  RRT  RipJ  RTR  tl  TTRt  HKmRr  'HKcil'H  RTRRflfRfRt 
f  RTRR  RTt  RRTsldl  tl  RR  RTcftR  y^Kdl  RR  RRTRtRTTRT  tl  MIRffTR  RR 
T^  cllR  R?t  RTRT  R  ■y-ddlrHchdl  ^d^oS  TR  R  RT  ^ll^dld  dPlRi  Rf  Rtt, 
RIRcJ  fR®},  feRTT^,  tfRRT  #RR  RTt  RM^ilRdiarf  Rj  R^TR  Ffcft  tl 
RtRR  Rt  RRR  R^RRf  Tl  Rt  T^R  RR  RRR  R^ft  t,  RRt  RRR: 
RtRRTRRT  RR  RTRt  tl  RTT^  ^:TR,  TJR,  RRTRTT,  ^RT,  RR  RTfR  Hlddld 
RTRT  3Rt  tl 


Living  traditions  occupy  a  prominent  place  in  the  Indian  social  system. 
Any  living  tradition  has  a  natural  flow.  There  can  be  no  doubt  about  the 
fact  that  traditional  art  forms  reflect  the  ideals  of  the  society,  its  determination 
to  survive,  its  ethos,  emotions,  fellow-feelings,  and  so  on.  Drama  in  itself 
is  a  complete  form  of  arts.  It  includes  in  its  framework  acting,  dialogue, 
poetry,  music,  etc. 

In  community  living,  the  art  of  singing  has  its  own  importance.  In  all  the 
traditional  theatre-forms,  songs  and  the  art  of  singing  have  an  important 
role  to  play.  Traditional  music  of  the  theatre  is  an  expression  of  the  feelings 
of  the  community.  Traditionally  the  language  of  ordinary  people  has  an 
element  of  creativity,  though  not  based  on  classical  or  grammatical  roots. 
This  kind  of  creativity  is  spontaneous,  emerging  from  the  circumstances. 
When  there  is  intensity  of  emotions,  there  is  a  natural  kind  of  rhythm  in 
the  expressions.  It  is  this  natural  rhythm  from  which  emerges  the  traditional 
theatre-form.  In  this  art  form,  sorrow,  joy,  frustration,  hatred  and  love  have 
their  role  and  place. 


TffRRR  ^  RR  RTTRftRT  RTRR  RTTR  R  RRR  RR  ^  3RR  f  I  RTRTR  RR 
ft  3TRt  RRT  Tl«fl  Rt  'lld^llcddl  RRT  <d*dl  RtRt  I?,  RnRTRTTTf  jJTTT  R|tt 
RIRRtt'  3PJRR  RtRT  tl 

HKhRr  dl<A  TjRT  TR  WR  RAR  Rt  R|TR  3TRRR  RR  TFR  tl  RTTRR 
fTTRT  Rt#  TRTRtRRTRf  RTt  RfRRT  tl  RTTTRfRRT  RR  R^fe  RRRT  #  Rt  RR 
Iffat  ettRRRR  %ft  t,  RRffRT  RRf  RRRT  Rt  fRR^  RRt  Rt  RTRTR  tl 
RR  RTR  RRRt  R^RTRTfRRT  RRTR  RRcft  tl  MIRRr  RTRRT  RRTftRfR  ^ 
M*1  RRT  3RR  TfTRRt  ^  TFR#R  Rt  RRft  tl  RTRT  ^  ttfRR  RRT  t' 
RtR-RRfRTI,  RR,  TfRKtR,  3TJRTTR,  1JRT-3TtRT  TfTft  tit  T?t  t,  RR 
RRRt  RT  t  RRgfRRj  qj  ^fj  fj  -^jjrdU.  fTt  RRRI  RTT  RTRTfRR 
^feRtR  RRR  ttRI  tl  fR  RTRTfRRRT  tf  RRTt  tRfRRRRT  Rt  ttft  tl 


MIRRr  RTRR  R'  RtRTRfR  ^  3TRTRT  RRTfRR  RTR  Rt  RRfTRR  tit  f, 
RfRR  RRTfRRt  RRR  3TTR  ^RtR,  RRTRtR  RR  RtRvRR  t  ttt  tl  RR?R 
TRRR  ^  ttfeR  tit  RT  RTTTt  Rt^tt  R  RIRR  Rtf  R'  TRRvt 

tftl  fR  RRRT  RlR-tR  Rt  RfRTRT  3T%Rr  RRf  R  RRR  ffl  RT^d: 

Rif  TRT  t  -  fRfeR,  RlfelR ,  RTRttR-RIdTTfRRi,  TRStR  -  TRlttRI 

fRfRR  RTTRftRT  RITRf  R  RtR-^RR,  RTRR  ^R  3qftT  ^?R  ^JcR  Rt  RTc[ft 
fRTRt  R  ftrRt  RR  tf  tlcft  tl  f?R  '=JTR  RR  tRJ  RRIRTRT  tRRIRR  RTR 
RTRRI  RRR  ttdt  f  Rt  tRTTRT  tl  ?TRft  RRRT  fRIRt  RRRT  ^  RcilcRR 
tM  t'  Rtf,  TffRTJ  RT^I  f  t  RRT  ^R  ^  ^  R^I  Rt  TRTRRT  RRt  tf 
tl  RfRR  ^JTR  RTtRffRT  RTRR  RR  3TTRR  tl  ^RRR  3TR5T  RRRIR  tpITIR  Rt 
RRTf  R  tnt  Rt  Pncddl  tl  Wt  RR^R  Rt  fRR  RRRT  RRT  Rft  ft  RfRR 
Rt  'jfe  tttt  tl  R%  fJTR  RR  RRIRTRT  t  -  RfRRtT  RR  RfgRRR  ^JTRI 
RrtRf  RTR  Rt  Rft  3ftT  Relt  Rt  RfRRT  RTTRt  RftR  Rt  ^T RR  RfTdt  tl 
^RRTRRR  RRT  3ftRf3TTRTS  tf  Rt^T  ^TR  Rfed  RRT  RfRTTRTRf  ttt  tl  tttt 
tt  RTtRfRTRR  ttfeltt'  R  Rft  R  tfRRT  ^  TRRTRRR  tftRRR  Rt  R^fRf  RRf 
RfRTt  tl 


The  elements  of  acting  in  folk  theatre  take  a  natural  tone.  Normally,  there  is 
dynamism  and  flexibility  in  words  and  body  language.  These  are  used  by 
the  actors,  with  slight  emphasis  and  subtle  change. 

Traditional  theatre  forms  even  after  acquiring  a  distinctive  style  have  an 
ample  scope  for  improvisation,  making  it  possible  for  assimilation  of  local 
traditions.  When  the  hold  of  conventional  rules  and  rituals  grow  strong, 
then  local  traditions  form  a  kind  of  challenge,  as  they  have  a  strength  of 
their  own  against  rigidity.  The  potential  of  local  traditions  to  fight  against 
rigidity  makes  the  theatre  form  multi-dimensiorial.  Traditional  theatre  forms 
reflect  the  thoughts  of  the  common  man. 

In  different  regions  of  India,  there  are  religious  festivals,  fairs,  gatherings, 
ritual  offerings,  prayers,  almost  throughout  the  year.  During  these 
occasions,  traditional  theatre  forms  are  presented.  They  reflect  the  common 
man's  social  attitudes  and  perceptions.  In  this  social  portrayal,  there  is 
also  the  individual's  role  which  is  given  due  importance. 

Traditional  theatre  forms,  incorporate  not  only  the  common  man’s  interests 
but  there  is  also  a  classical  element  in  them.  This  classical  facet,  however, 
takes  on  regional,  local  and  folk  colouring.  It  is  possible,  that  those 
associated  with  the  classical  world  of  Sanskrit  drama,  went  to  the 
neighbouring  regions  after  its  decline  and  intermingled  with  the  local  theatre 
forms.  This  kind  of  synthesis,  give-and-take  must  have  taken  place  on 
various  levels  such  as  written,  verbal,  classical,  contemporary,  national 
and  local. 

In  traditional  theatre  forms  there  are  special  styles  of  dance  portraying  the 
entry  on  to  the  stage  or  platform,  narrative  and  descriptive  roles.  The  best 
example  of  descriptive  acting,  is  the  Bidapat  naach.  In  this  traditional 
theatre  form,  emphasis  is  not  on  beauty  but  on  acting  itself  and  narrative 
and  descriptive  skills.  Dance  as  a  narrative  an  is  the  base  of  theatre  form 
which  can  be  seen  inf  the  traditional  theatre  form  of  Bhavcii  of  Gujarat.  In 
this  form,  quick  or  slow  foot  movement  is  a  means  of  narration.  The  art  of 
making  the  entry  by  dancing  has  been  perfected  in  the  traditional  Kashmiri 
theatre  form,  Bhand  Jashn.  The  way  each  character  walks  and  enters  the 
platform,  identifies  him.  In  Koodiyaattam  and  Ankia  Naat,  the  entry  by 
dancing  itself  is  complicated  and  artistic.  In  both  the  forms,  the  tempo  and 
basic  posture  and  gesture  identifies  the  role  of  the  character. 


MliMRcb  FRF  R  FIFTI'ld  FFT  TJFT  FFTF  ‘crfcT  FF  fqFR  FtFT  fl 

hRkhm  fF^if  ff  w  ffR  wif  ft  fRtt  t,  qtfFTF  uHywRrF  wtt 

k  3tfkklT  FT  3#T^t  FTFFt  3TTF?FF7FT  R  Ft  TTF1F  Fit  Tjfe  FF  FRIT 

ti  RnarR  ftftt  ^  ‘RrkkFT’  k  k  rft  ft  ftf*  ff^  li  f^kRT, 

^ITFT,  fMhFI,  fFFTFF  FTF  k  TfkkcTT  FFT  dltdtF  FF  RlFF  t,  FF 
FiRhFIMld)  R  Ft  S-l^tsidl  k  ftRtf  FtFT  f  I 

fhfRf,  frfI  k  ft®  fkfw  ff#i  FfFFT  Fkrt  ti  k  Rfr?  ^  ^q, 

FTTFFT  FFT  3FF  mRR^RiziT  R  cklt  i?l  FTFt  Ft  F^FT  FFT  FRFTF  FF 
^HFiRf  ^F  FFt  FtFTI  FRFttF  fTFfF  Ft  FT-J^k  fFFT  [f>f1 
‘^fff  Ft  ftf  wtf  ft  ftff  zm\  ttrjRt  Fikt  ti  fFFTt  wt  afR  ism 
■^F  ^  FTFt  Ft  RF7  TTTF  TFFF  Fit  ^1f=K  Fct  FT^  FFFT  Ft#  FFFF 
Flk  R  FRF7  R  'j^dl'di  FFT  f^FT  FTFT  T?l 

FRFRf  FRFt  R  gFF«S  ^Ff  ^  FFFt  FRFTfF  ^TTFR  Fit  qyf 
eldl  i?l  fFFF  FBF  F|F  IqifFFT  F^FT  i?,  ^RIR'iq  Fq-Fq  FFF  7|q 
FTFT-fFTFK  ^  fdq  FFFF  FFTFFT  TFFt  Fl  FfFFFTFT  FFT  F^FTf  ^ 
#F  TnkPF  #FT  F  FTFT  FfFT  tl 

frf  fttf  ft  fMRtf7  tt>fft,  4^jRnF<ui  fft  FnrtFRFT  ff  stttt  Ft 

FFT  tl  FFFtt  FTFlfFFr-Fk^fFF7  FFFTFT  FFFt  FT%qi  FFF^T  FTFT 
kfFFTt  FF  qPJTF  Ft^  FF  FFT  FTI  Ftfott,  FlfFtFTFff,  FTFFtt  FcFlfq  t  FF 
RfRi  FF  FFFtF  FF  RFTFtF  FTFFTt  ^  F5T,  FRfRft  FTFTfFFf,  kF-FTFTFTt 
Fit  FTFFT  FF  ^F  t  fFFT  FFT  WTtF  ^q  qtt  F^TIFT  R  FFTFI 

FTTFRfT  FRF  Ftt  RlRlRdl  FFFTt  WFFT  tl  3fRfT  FFT  FTF  t  % 
VldlRqT  R  FRfRft  FTqF  FtfFF  T?t  FFT  wtt  FFTq  TTFt  t  RTF«t 
Rl«S  fq  t?  RTF  Ff  FF  t  fFT  F?tF7  fFFFT  FTtF,  FTtFT,  FFFcTtFFT  FFT 
FTFqof  qtFF  MK'tRf  FRF  R  RFTfFF  FF  FTFT  t,  FFFT  FRT  FFFT  F^qf 

R  FFfl  F^fFTt  Fft  FTFTt,  FTF-FTFt  FF^  kFF  Fit  Fylfot  tl 

> 

F^cT:  MIRiRF)  FTSF^tfFTFt  FTT  tFFTTF  t^ft  TFTFtF  FT  ^FtF  fFfWFT 
^  3FFR  FT  f3TT,  Fjt  ymipFF,  3TTp*fFT  TFTF^FT  Fft  RtFTFtf  R  FFt  ff 
Ftf  Ft  I  MKMRf  FFFTFTf  t  WFtF  FTFTTFTt'  Fit  FFTfFF  tFTFT,  FFTF  tt, 
FTRFtF  FTFTTFTf  t  MKMRf  FTeTTFlt  Fit  FFTfFF  fFTFTI  FF  qFT  RTR^tFFr 
FRTFfFT  tl 


In  traditional  theatre,  age-old  forms,  customs  and  the  desire  to  improvise 
are  intermingled.  It  is  usually  when  the  significant  themes  are  enacted, 
that  the  acting  restricts  itself  to  traditional  norms,  not  deviating  from  it. 
But,  everytime  the  theme  inches  towards  the  contemporary,  the  actors 
improvise  as  far  as  dialogues  delivery  is  concerned.  In  the  Bidesia  of 
Bhikhari  Thakur,  the  actors  perform  on  both  levels.  Bidesia,  Jatra, 
Kirtaniya,  Bidapat  are  all  dance  and  theatre  forms  in  which  there  is  a 
synthesis  of  intensity  and  lalitya  which  can  also  be  explicitly  seen  in  the 
Ankia  Naat. 


In  traditional  theatre  forms  there  are  certain  conventions  of  presentations 
depending  upon  and  changing  according  to  the  form  and  size  of  the  stage 
or  the  platform  and  other  available  situations.  There  is  no  formal  set-up 
governing  the  entry  or  exit  of  the  actors.  Depending  on  the  situation  or 
context,  the  actors  enter  into  the  stage  and  enact  their  role  without  being 
formally  introduced.  After  a  particular  event  or  incident  is  over,  all  the 
artists  make  an  exit,  or  all  of  them  sit  down  on  the  sides  of  the  stage  or  near 
the  backdrop,  conveying  the  change  of  a  scene. 

In  traditional  theatre  forms,  there  is  no  such  thing  as  episodes.  There  is 
always  a  continuity  in  its  theme,  structure  and  presentation.  There  is  also 
a  scope  for  improvisation  and  incorporation  of  new  references  leading  to 
subtle  extension  in  the  story-line.  There  is  direct  and  intimate 
communication  between  the  actors  and  the  audience. 


Traditional  theatre  forms  have  definitely  been  influenced  by  industrial 
civilization,  industrialization,  and  urbanization.  The  socio-cultural  aspects 
of  these  influences  should  be  carefully  studied.  There  was  a  time  when 
Kanpur  became  the  centre  of  the  traditional  theatre  Nautanki.  Artists, 
dancers  and  singers  produced  plays  based  on  local  heroes,  their  popularity 
and  traditional  love  stories.  Thus,  a  local  theatre  form  acquired  a 
significance  in  the  field  of  entertainment. 

Traditional  theatre  forms  have  a  common  distinguishing  feature,  that  is 
the  element  of  simplicity.  What  is  the  underlying  force  of  traditional  theatre 
forms  that  has  enabled  it  to  survive  and  maintain  its  simplicity?  The  fact 
remains,  that  it  is  the  immediate,  direct,  realistic  and  rhythmic  relationship 
that  the  spectators  are  able  to  develop  with  the  artists  of  traditional  theatre 
forms  which  is  generally  not  experienced  in  other  art  forms.  It  is  reflected 
in  the  applaud  by  the  spectators  by  means  of  clapping  their  hands. 

Secondly  the  development  of  traditional  theatre  forms  is  based  on  such 
local  and  regional  peculiarities  which  are  not  bound  and  restricted  by 
social  and  economic  divisions,  limitations,  etc.  Traditional  art  forms  have 
influenced  classical  art  forms  and  vice-versa.  It  is  an  eternal  journey  in  the 
sphere  of  ‘culture’. 


fFfFF  4KHf<F>  Fit?  MI  tttt  Fit  Fife  Ft  Riq,  srfFHdisrf 

Fit  fFFF  Fftm  FtFi  FtFT  ii  <wdldi  3  ftft  3rtr  %?fk  wnarf  Fit 
TTFTFFT  Ft  FITTF  FIF  FTT  Ft  FMF>T  3  37fFFF  fittft  ftft  t,  FFfFI 
F^FTTF  F  ‘FtT  IF’  Fi  tt-TF  FtFT  -fus'd  t?l  dle=hl  F'  sjFTT  TF 

FIT  TTTFPF  FTFT i? ,  ^tnlem,  ^T?t  Ft  FTFFT  •iFM  FIT-t  Ft  Rdq  FFFT  FITFT 
H-Sdl  i?l 

HK4R.Fi  crl'lFi'lldFl  F  fTFidHt  F  FFTFtFTTFFIFT  TTFFF  H-K-t  Ft  felk,  FTF 
FF  FT  3FFft  FFF  ^  T?d  tl  F*W  H'+.i-Hdl  Ft  ^  Ftctt  tl  FfFFF 
Ft  iftTFT  Ff*FtFT  F  FfqM  FTF:  F^F  TFT  3  TTFTF  FITtt  tl  FTTFF  ^TTFit 
FFF  t^Flf  TTFI  3Tcpft  FTFTF  T[fFFTFFFI  flM  3  h|fh1  tl  HI3*lLbH 
Ft  FITTF  FF  fTFftTFT  FT®  FFFlt  tl  FTF  FT^FttFTtF  Ft  F^-'N  TF?t  fF 
3FRt  FTcT  FIF^  tl 

hk’hRfi  'lie- h!  tf  lei  Ran  TTTFFt  1jyf  FFt  Ftcftl  dteVTl ,  FTFT  3TTfF  FIT 
FfTFF  FF  Ft  FtclT  ll  RdRsld  TTTFFt  Tf  3TfFFI  T^ftT  sfk  3IR]FTFTFT  FT 
Fed  FtcTT  tl  37fFtcTT  3Flt  FT^FF  Tt  Ft  FT®  F  FT®  Ffet  FFlt  tl  Ft 
3F?J  T^eft  F  FlFT  FTFT  t,  FF  FF^FFt  Fit  FTF-fFFTT  FF  tdl  t,  FTF  Ft, 
F^fFlt'  3  Ft  FT  TTFF  Ft  FFFt  t  TTFF  ttFT  tl  #F-#F  F  fF^FFI  Ft 
FFt  FIFt  FTTTt  tl  ^  gcF>-  Jc-Fi  FF  Tt  FFt  FTF  FTF  Fit  tl  ?Ft  FFTF 
3  ^TFTFT,  FFTF,  TTtTT,  FftfTFfFFf  FT  FFlt  tFFT°ft  FTTft  tl  f^FFT  Fit 
fFfFF  FTTFftFT  FTFFt'  3  FFTF-FFF  FTF  3  FFTTTTt  tl  TTFTF  Fit  ftet 
FT®  ^TT  TPF  Ftcft  t  tFT  TTFT  t  Flt|  FTF  FTFt,  Ft  FFFT  Ft  %F  tf  F?t 
f  eft  fF^FFI  3TFTFFI  FFffFF  ttFIT  FFFT  FF  FSJ  ^  #TT  3ftT  ffrit  FTF 
FltFT,  fFTT^  ITft  eft  tt,  TTFT  ^  FF-fFTtFt  ttt  Ft  FIFT^  Ft  T^ctl 


FTTFftFI  FTFFt  ^  FIFTTFIR  FTF:  ‘FTcFfFFl’  Ft-ftlTi  FFt  ttt,  fFIFJ 
FTFt  FTfFFF  F  FTFt  ^  TT^FF  ^  ^  FI«F  FTFt  FT  tt  tl  ^  TFF  3TF5T 
FT  ett  t,  FFffFI  FF^  ^T  f  FtFt-FT-FtFt  Fit  fFFTTT  3ftT  FTF  tteft  tl 
^TT  FTF  Ft  FTFF^tfFTFli  t'  TTFtF  Ft  FFFttt  FT^F  fFIFT  FTFT  tl 

WST  F^Ft  Ft  TTFIF  FIT  ^FT  t  Ft  TJFF  aftT  FtFTFI  FTFlt  3ftr  TTFTFt' 
Ft  Ffet  tl 


In  traditional  theatre  forms,  for  certain  sentimental  scenes  and  their 
presentation,  special  training  is  given  to  the  artists.  In  Raasleela  due  to 
emphasis  on  childhood  pranks  and  adolescence,  the  roles  are  given  to  the 
young  boys.  In  Yakshagaana,  on  the  other  hand,  veer  rasa  requires  the 
characters  to  look  tough  and  muscular.  In  Nautanki ,  it  is  the  shringaar 
rasa  that  is  emphasized,  resulting  in  a  concerted  effort  by  the  artists  to 
match  the  emotions. 

In  traditional  theatre  forms,  characters  keep  changing  their  place  on  the 
stage  to  be  more  impressive  and  to  give  the  situation  a  greater  significance. 
This  technique  also  reduces  the  chance  of  boredom  through  repetition 
and  stillness.  Dialogues  delivery  is  usually  carried  out  in  a  high  pitch.  This 
helps  the  actors  in  reaching  out  to  a  larger  audience.  The  artists  always 
add  something  or  the  other  to  the  original  dialogue  on  their  own.  The 
changes  brought  through  improvisations,  make  the  spectators  ecstatic. 
Also,  it  establishes  a  direct  relationship  between  the  artists  and  the 
spectators.  The  clown  also  plays  a  similar  role.  While  being  humorous, he 
also  touches  upon  the  socio-economic,  political  issues  and  situations 
with  lot  of  satire.  There  are  different  methods  too,  in  the  way  the  clown 
makes  his  appearance.  If  the  king,  in  traditional  theatre  forms,  decides  on 
a  step  not  beneficial  for  the  people  at  large,  the  clown  appears  and  takes 
the  side  of  the  common  man.  He  makes  the  audience  laugh  and  at  the  same 
time  discloses  the  anti-people  attitude  of  the  king. 

The  actors  of  traditional  theatre  forms  are  mostly  not  highly  educated. 
But,  through  acting  and  with  the  help  of  emotions  and  body  movement, 
they  present  the  entire  theme.  They  are  able  to  sing  reasonably  well,  since 
they  have  inherited  the  sweetness  and  rhythm  present  in  the  voice  of  their 
ancestors  and  forefathers.  In  traditional  theatre  forms,  music  is  a  useful 
means  of  communication  with  the  audience.  The  rtagaara  heralds  the 
audience  with  powerful  drum  beats.  Percussion  instruments  like  mridang 
and  dholak  weave  together  the  situation  and  the  dialogue. 


fafaq  MH'mRcH  ^fePTT 


WMI,  ik# ,  qqq  3#  WT:  FHMI#  ill  q#  ^leil'ld  qqq  ill 

WT  3  q#  #3  qq  fqqFT  WT  «TT,  #g  «nq  ^  q^T  qq  sft  TR#  f3TTI 

qqk  q#r  qft  qftqcfen,  qqfqfe  #  RT«i-qrq  qf#  qq  faqqq  #  #t 
tl  WI  qft  tl  ^fePTf  (fttqqqr  qqi  ¥T?TPT)  ###  tl  %qqi  ft# 
t  qlftqMqt  (®fFT^)  'qTO  cT^TT  qiq<qft  ft#  ff  qqqTO  qft  q^Mdl  tl 
#7#  qrq:  tr  q#  k  tt##  ti  qqqft  qqqgu  qqT  qiqrq 

ftf#IT  yf^«S  tl  q#  WT:  f#,  #f#T,  URq,  qqT-g-d41<n  I#  qq 

y#i  Idv4i  qqn  tl  q#  did.'#  k  gqq  tt  #t  q#  qq  3jfqqq  qqft  k, 
3jq  fqqqi  kt  qqqft  qiqT  k  qnk  rpt  kk  c#  ti  q>Mg<  qft  ■gqnq  # 
k  qnk  wq  ^tr  #i  q#k  kteqft  #  #  k  qk  qft  Pekin  ##  #1 
q#,  ■gqqq  sfa  qwn  qft  qRqf#  qigqk#  ti  ^qqq  fqftq  w 
qrqj-qqfeqrqR  qpq  ti  ink  #ef,  qqnr,  k#,  krgk, 
qjgiqq,  rr,  Rkft,  k#q  ?o#  qrakk  qq  qkm  t#  ti  qqk  k 
qfqq  #c  mh  qq  3iggq  kn  #k  qq  fqqqT  ti  <w#<rii  ti  ^n*q  qft 
#rt#  qq  srfqqq  t#  ti  t#  qpqqT  1 1%  Tra#qn  rr#  qrcqj 
Trkqqq  qqqra  ^rcr  if#  igi  #'  qu-kqiq,  tq  qq  #r  #rt  ^p?q 
qq  qfqq  kki  ti  wt  qqqq  #  qqk  qqqq  q#  qq  qrfqq^  qkki  tkn 
ti  qrq,  q«q  q#  qq  qi(qRq  qnq  ti  ‘qrq’  tk  r  fk  tq  ft 
3ikf  ti  5#hici  fqrqi  qrar  ti  hn  ti  qqr  qft  qrfqqqrT  t#  ti  qq# 
tr#  #  #r  qqT  ^  q#qT  qt  q^qq  q^t  ti  qq#  gqf  qtt  fqq  # 
dlH  't  'dldl  qrai  tl  "H I <nl *1 1 ,  3PR  #  3T#3q  did  qft  y^gid  tl  qq 
ft#  f  srqq,  qqTR,  q^tqR  '^qq-q?jq  3#  qft  qiq^Pdq  qpiq^ 
ft#t  ti  qqqq  ijqqR  ft  qro#  ti  3#  #  qqp  qqm  t  -  q# 

TfqfR,  qTq  ti  qqqt#  3T«RT  qqpRI  til  fqgqT  #  ftftq  3qqtfqq 
t#,  3^3#  3#  't  ^  q^qq#  qft  ‘qfTqr’  q^qr  rrt  ti  qq  tjr 
qR  ft  tdid  ti  qqn-qqT  1 1  q^ci :  #  #qq  qt  qqR 't  'j)Nji-'didi  q^q 
#qfqq  qt  qqt  #1  qiq  f  qqf  ##qr  tq  q#T  tt  #t  #' 
qnrf#qq  qq  #rtqqRT  qqi  ti  qqf  qrqt'-q#  fq#  qtt  ft  fqtffq 
#qj  qqn  ^?q,  q«nq  3#  #  qqqnq  #  qf  f  qjq  #  qqr  ft  ti 
qfq-qT«R,  q#tr  qq  qnqf#  qrqq  ti  qq  ^q,  qftq  stf  qrzqqpq 
qq  3nj3T  fqq  ti  #q,  qqrq^  #r  qqpi  qqr#  tg  qqf  qqf  ftk  fqif 
qft  qTqftqqrr  ft  qft  ti  fftq  #  f#  qqrqi  atk  f#  qq#  qq 
qftq  ffRT  qrai  ti  gtcR:  fte  ^qq?  qf  #  t,  qqf#  qq  qrqqqpn 
r  #f-qfqdi  qq  qqq  qqiq  ti 


Different  forms  of  traditional  theatre 


The  traditional  theatre  forms  of  Swang,  Nautanki,  Bhagat,  etc.  are  usually 
similar.  There  is  often  stylistic  diversity,  which  strengthens  their  identity. 

Originally,  the  theatre  form  Swang,  was  mainly  music-based.  Gradually, 
prose  too,  played  its  role  in  the  dialogues.  The  softness  of  emotions, 
accomplishment  of  rasa  alongwith  the  development  of  character  can  be 
seen  in  this  theatre  form.  The  two  most  important  styles  of  Swang  are  from 
Rohtak  and  Haathras.  In  the  style  belonging  to  Rohtak,  the  language 
used  is  Haryanvi  (Bangru)  and  in  Haathras.  it  is  Brajbhasha. 

Nautanki  is  usually  associated  with  Uttar  Pradesh.  The  most  popular 
centres  of  this  traditional  theatre  form  are  Kanpur.  Lucknow  and  Haathras. 
The  meters  used  in  the  verses  are  :  Doha,  Chaubola,  Chhappai.  Behar-e- 
tabeel.  There  was  a  time  when  only  men  acted  in  Nautanki  but  nowadays, 
women  have  also  started  taking  part  in  the  performances.  Among  those 
remembered  with  reverence  is  Gulab  Bai  of  Kanpur.  She  gave  a  new 
dimension  to  this  old  theatre  form. 


Bhavai  is  the  traditional  theatre  form  of  Gujarat.  The  centers  of  this  form 
are  Kutch  and  Kathiawar.  The  instruments  used  in  Bhavai  are  :  Bhungal, 
Tabla,  flute,  Pakhaawaj,  Rabaab,  Sarangi,  Manjeera,  etc.  In  Bhavai, 
there  is  a  rare  synthesis  of  devotional  and  romantic  sentiments. 

Raasleela  is  based  exclusively  on  Lord  Krishna's  legends.  It  is  believed 
that  Nand  Das  wrote  the  initial  plays  based  on  the  life  of  Krishna.  In  this 
theatre  form  the  dialogues  in  prose  are  combined  beautifully  with  songs 
and  scenes  from  Krishna’s  pranks. 

Maach  is  the  traditional  theatre  form  of  Madhya  Pradesh.  The  term  Maach 
is  used  for  the  stage  itself  as  also  for  the  play.  In  this  theatre  form  songs 
are  given  prominence  in  between  the  dialogues.  The  term  for  dialogue  in 
this  form  is  bol  and  rhyme  in  narration  is  termed  vanag.  The  tunes  of  this 
theatre  form  are  known  as  rangat. 

Bhaona  is  a  presentation  of  the  Ankia  Naat  of  Assam.  In  Bhaona  cultural 
glimpses  of  Assam,  Bengal,  Orissa,  Mathura  and  Brindavan  can  be  seen. 
The  Sutradhaar,  or  narrator  begins  the  story,  first  in  Sanskrit  and  then  in 
either  Brajboli  or  Assamese. 


Fairs  in  honour  of  gods,  or  religious  rituals  and  ceremonies  have  within 
their  framework  musical  plays  are  known  as  Jatra.  This  form  was  bom  and 
nurtured  in  Bengal.  Krishna  Jatra  became  popular  due  to  Chaitanya's 
influence.  Later,  however,  worldly  love  stories  too,  found  a  place  in  Jatra. 
The  earlier  form  of  Jatra  has  been  musical.  Dialogues  were  added  at  later 
stage.  The  actors  themselves  describe  the  change  of  scene,  the  place  of 
action,  etc. 


Bhand  Pather.  the  traditional  theatre  form  of  Kashmir,  is  a  unique 
combination  of  dance,  music  and  acting.  Satire,  wit  and  parody  are  preferred 
for  inducing  laughter.  In  this  theatre  form,  music  is  provided  with  Sumai, 
Nagaara  and  Dhol.  Since  the  actors  of  Bhand  Pather  are  mainly  from  the 
farming  community,  the  impact  of  their  way  of  living,  ideals  and  sensitivity 
is  discernible. 


¥T>R‘  cT«TT  3TW11T+1'  ^  fm,  MfclfzfW 

CREATIVE  ACTIVITIES  FOR  STUDENTS  AND  TEACHERS 


in  RzRt  3  fzurzf  Rzz  twrf  R  sizzz  ^  ^zR  f  : 

-  zttz  z?t  mkmRz  ztzz-RRfR  zz  zR, 

-  ZTTcftz  'j|h4]cH  zz  hhIRmh, 

-  cZlZI  RRz  Zi  fzRTZ  3IZTZ, 

-  fzfRz  Rzf  zrt  iRrmi 

-  #ZI  ZlZlRf  zR  3EFZ  TRzzf  I 


ZIT  Z>^  TffrTfarf^PTT  TJflR  if  t,  fRzR  31TZTT  IT  fzif  cf^TT  ZZR  R# 
Zi  HcR  ZZ  ZM’mI'I  Rt>ZI  ^  ■H<=bc1l  Rl  ZR  Ru  ^IMT R  fZI  IZ 
MKRR+  ZTSZ-RfzRf  ZZ  o^icisiftcb  RR  R«£lRdZ>  iftm  ^llf  zR  RR 
ZZ  ZTsFZ  zR'l  ITlR  f^nfsRjf  R  ZURfTZ,  IRlT  oFt  RM^fe  f^FfTTcT 
iRR,  ZT*I  it  R  ^IZTIJZIZ  R  hRURh  RR  f|R=bdl  zR  ZTZZT  ZZEZ  ZlR 
p;  srfRlfZ  ZZ  ZIT  TTZTZTCTITZ  TZ  ZZZt  tl  3TFZ  ZZZT  zR  ifz  zR 
zR^d  ZzR  zR  OTcpRZZTT  tl  MK'MR=b  ZTZlf  zR  TTZ,  RltZ  ZZT 
RRlZlRf  R  W  itZiT  ZZZZ  ZZZ  Rt  tZTZI  Z1  ZZZTT  tl 

1.  IKZ  Zi  MRZ  Rif  zR  3HZt-3TZZt  TZT^fZZT  fzRzZTI  tl 
3d=b  TlflcZ,  ZTcTT,  pT,  ZTZZ  Z>  zR  R  II'1ctZ<l  ^Zl|  ZT 
TTZkR  tl  fzRl  tR  IT,  HRMRz>  ZTZZf  Zt  ftlZI  ZZ  3T«ZZZ 
fZTZT  ZI  TTZZT  tl  Z![Z  it  TIZFZ  zM,  Rt  TTITZ  R 
Zlt  Zlt  Zft,  Zi  1TTT  RtZI  dIZdl  zR  §ddl  ddidl=h  tldl  t  fZT 
zRf  it  3TZflZ  it  ZZZTT  tl  MI<RRz>  ZIZnR  RR  it  ^RzhY  Rj 
ITT!  TJTfs-ET  tl  fR$lZ>  RR  ZTtlt  ZZ  !ZT  ZF1T  ZZ  ZZZt  ZT  ZTO; 
z«n  sJizf  R  zf  fzzRpi  I?t^zt  mkmR<+>  zip  f  zzR  zr^ 
ZT^  RR  oZt’Tt  R  Zip-ZT^TZ#,  UZT,  %ipT,  TTZtz  IrZlIt  ^ 
zR  R  wR  ztt  ztzztR  fzczzT  tizR  ti 


2.  3ZTZ  fzurzrz  R  MKRRz  ZTp  3Tfztzi3Tf,  stfRZfzRf  ZZT  ZzR 

trz^  3FZ  zftzf  zit  pnzz:  zr[R?nznR  azztfzz  zzzt  zrfpi 
zftR  fRRr  fzinfRzt'  zt  fRiazzRf  ztt  it  znfRzi  zif  zzzi  zrfp, 
zrz;  ^  zftzf  zt  Rt  ziztzRt  zt  simz  zztzt  zrfpi 
pR  Rztz  atR  yzRRrc  R  z^Rr  zr  zt  zRzRzt  zip  Rftizf 

^  fZZZTT  ZZ  ZIZ  ZIZ1ZTZT  ZZ  TT^ZTI 


In  this  package,  students  can  get  detailed  information  on: 

-  the  essence  of  Indian  traditional  theatre  forms 

-  the  psychology  of  the  Indian  people's  life 

-  different  dimensions  and  aspects  of  folk  music 

-  ritualistic  traditions  of  different  regions  of  India  and 

-  some  unique  aspects  of  folk  art  forms. 

Some  activities  have  been  suggested,  on  the  basis  of  which  one  can  use 
the  printed  pictures  as  well  as  the  text.  Teachers  are  suggested  to  give  an 
idea  of  the  richness  of  Indian  traditions  through  instructions  in  theatre 
forms  as  also  the  ideals  forming  the  basis  of  these  arts.  This  will  give  the 
students  an  idea  of  the  aesthetics  underlying  these  forms,  and  also  by 
inspiring  them  to  create  in  the  masses  new  aspects  of  entertainment  and 
enjoyment,  which  might  culminate  in  establishing  a  new  sociology  of 
interest.  Today  it  is  necessary  to  develop  aesthetic  awareness.  The 
performances  can  be  staged  after  learning  about  traditional  theatre  forms, 
its  rhythm,  music  and  postures. 

1.  The  different  regions  of  India  have  their  own  special  cultural 
aspects.  These  aspects  have  to  be  noted  down  systematically,  so 
that  regional  literature,  art,  dance  and  theatre  forms  can  be  referred 
to  by  everyone.  Especially,  the  crafts  of  various  traditional  theatre 
forms  can  be  studied.  It  may  sound  strange  but  true,  that  it  is  the 
common  people  who  have  perfected  certain  techniques  of 
presentation  on  the  stage  or  platform,  which  can  astonish  anyone. 
It  is  people  like  them,  who  are  storehouses  of  information  and 
techniques  about  traditional  theatre  forms.  Teachers  should  find 
out  these  masters  of  the  art  of  acting  and  introduce  their  students 
to  them.  With  these  old  masters  of  theatrical  traditions,  teachers 
could  enrich  their  own  information  and  communication  skills  as 
also  that  of  their  students,  with  theatrical  terminology,  context, 
costumes,  music,  etc. 

2.  Workshops  should  be  organized  in  the  institutions  with  the  help 
of  artists  of  traditional  theatre  forms.  In  these  workshops,  not 
only  in  students  and  teachers,  but  also  others  interested  in  theatre 
and  its  various  aspects  should  be  invited  to  take  part.  This  will 
lead  to  the  development  of  traditional  theatre  forms  on  both 
regional  and  national  level. 


3.  srrb  b  b  bb  4Tb  mbRcb  4T44  44^4  b  bbt  b  fb  wbf 
3b  b  bfbr  4T74T  4i%3i 

4.  bft  yi^l=h  44T  Tlbb  4T3T  44  3TT4I44  444T  4T%3,  tbbf 

344  sb  b^r  4134  b  fbfbr  mbRch  4134!  b  bib  33, 
44b  cbdichuT  b  fror  3rb i  fbr  nidi+Mbf  b  from  t,  444b 

3J4f  44T  cTRPbft  4f44T  ii?b  b  44T  bt  wb  4lls9,l 

5.  3rb  fbnePT  b  wrfb  disb  b  bn  444Tb  344T  4i%3i  bb 

fbnfbrf  441  fbarbf  br  33334  b  444T  4T%3,  bt  3rfb44 
4«tt  bn  bt  434fb  b  44b  44  3rbi 

6.  b  b  MibRcb  nbf,  44b  b:  bbk,  b^T^ir  fmTb  bt 
bbftfbb  bbt  3bt  mfbi  ?3pt  w  44b  44b  44T  bfbr 
3TFbf  b  bbn  btb  44  bn  tbrni 

7.  wbf  b  fbbr  sr^nf  44T  wrfbr  444  wff  b  snbbb 
4  34  btb  bt  3bb  4  33434  b  fb  4ht  nm  nrfbi 

8.  33b  nmstf  b  4334  tbb  b  4ib  brfb  nbf  bt  3rb  b 
bt  tm  b  3rbb  lb >41  dHi  4ifb3i  ?3rb  nfbr  333  "43 
tbnn  tt«tt  fbm  44  4I4T434  bni 

9.  34T  b  bfa  44T4T  4ni  4T%3,  frorbi  4T?44  b  434444  44T 
fbRnbtn  ibrni^idl  44444b  bt  3T4T44T  tww  44Tbt  m 
3Tbl 

10.  m bib  4R44bbbf  44  bt44f4  bn  tbn  4i4T  mfb  4*tt 
br  fbbn  bb43tf,  bf,  y,wbl  b  444fb4  4b  44  to  bt 

ft  I  33T3T  3T4T4  4344444  44T  4R4f44T3Tf  b  4lb  b  dbll  44 
dH4il(l  fbn  3Tbbtl 

1 1.  444  b  4T3  b  bt  43t  4tb4tt  b  44T4T  444  4T%3,  3nfb  44 
bt  344344T,  4T41434  44T  43Tb  b  ^  bb  b  b  bfb 
bt  3rbl 

12.  bbb  nbf  b  b  4ib  3b,  i^-ifbbf,  mb  44T  bf  b 
b  b  34444  4T34T  4Ttbl 


3.  Students  and  teachers  should  be  encouraged  to  watch 
performances  of  traditional  theatre  forms  taking  place  in  their 
region. 

4.  Provincial  and  national  trips  should  be  organized  so  that  students 
and  teachers  get  an  opportunity  to  study  different  forms  of 
traditional  theatre  and  meet  the  artists.  It  would  be  better  to  draw 
up  the  list  of  artists  to  be  contacted  during  the  trip. 

5.  Teachers  should  organize  in  their  schools  frequent  performances 
of  traditional  dance  dramas.  Students  and  teachers  who  excel  in 
these  activities  should  be  given  awards  as  well. 

6.  There  should  be  frequent  competitions  of  plays  and  music, 
costumes,  etc.  associated  with  these.  This  will  act  as  incentive  to 
perform  better  and  at  the  same  time  acquaint  them  with  different 
dimensions  of  the  theatre  forms. 

7.  Students  should  be  asked  to  study  the  various  ritualistic  contexts 
of  traditional  theatre  forms,  their  mutual  dependence  and  influence 
on  each  other  and  also  trace  their  roots. 

8.  Traditional  theatre  forms  being  performed  in  other  languages 
should  be  translated  in  their  regional  languages  which  will  lead  to 
atmosphere  of  exchange  and  closeness  at  the  level  of  languages 
and  literature. 

9.  There  should  be  a  fund  for  helping  those  upcoming  artists  who 
have  talent  and  need  financial  help. 

10.  Artists  and  others  associated  with  traditional  theatre  forms  should 
have  their  biographies  printed  and  published  in  the  various 
branches  of  the  media.  This  will  give  information  to  the  reader  of 
unknown  artists  as  also  lesser  known  art  forms. 

1 1.  The  art  of  staging  and  presentation,  should  be  described  in  depth 
so  as  to  introduce  the  students  to  stage-decor  and  other  minute 
details. 

12.  The  flowers,  animals,  birds,  cities  mentioned  in  the  musical  meters 
used  in  the  verses  of  traditional  theatre  forms  should  be  carefully 
taught  and  studied. 

13.  The  musical  instruments  used  in  traditional  theatre  forms  should 
be  understood  and  students  trained  to  play  them.  There  should 
be  a  collection  of  these  instruments  in  the  schools  so  that  students 
can  play  them  when  the  time  permits. 


13.  fRf#J  Hi 44#) fcrl'Ml  R  M#  qiR  <=ti-S4  RR  #1  M#  R  t-HSlH 
cTSTT  M#  W#  #  fw  #  MR  ##l  M  #  MM  #11 
##  #  41714#  #1  MM  M  lsl<k=bl  f#JTcMT  R  TH  R'l 

Ml  yHHI^cbd  M#!  #TT  7#ni 

14.  f#JTMT  #t  #mR  M  MK#M  M#t’  MT  *5|A|I#H  #  cMTHT 

##,  ##  TjT  =b<r1lcM4>  -^TcIlSKui  #  fRfRfR  R  ^#| 

15.  MK'hRcF  Hl#f  #  •#  RRfiRl  TTF#  Rj  f#JTMT  R  M°1 

M#  f  I  3#  M-Wl  M  ##  fti  MMlR  7M  HHl#H  MM 

#M  M  MMT  f  | 

16.  RRt  'JRM-’jRfMlTT  friTIMH  #  ljTd4>M4  R  7#  M  M#  t, 
f#rR  #mR  xjcf  f#nf#rf  #  f##4  hi  Rif#  mm  ###  # 
'jIHchKl  R  T#l 

17.  f#HoTq,  Rq  T4  f#TT  MR  M  MRl  R  ^j#  RtfeRf  #ft 

##,  t##  ^iim  R  yn+idlH  hR^-h  m  mem  m  t#i 
W  mrr  m  mR  ###  MqRfmTT#  cf^fi  ymRi+di  mi  Rt 
Ml  fpRiti 

18.  75#  R  f#M4  HlRf#  d#HI<#'  M  ‘^eHIrH'+i  MMM  #  tFR 

RMT  MM  Mlf#l  ^hR  Mel  #t  RRtMlRf  cT^TT  MMj  MlRflfcTM 

Rmm#  #t  wi  7m#  m  t##i 

’HiRjiRidi  #ci  T33  #Rsjm  mm  im  iw  fn  #1  ttm  mm  mR#Rm 

R#R  #  41W1  R  75#  TIM  #mR  R  =bdlcH+-3#lH4lriM  ### 

fR#Rn  m#  mt  mm  mim  Mf#i 


SUM  :  Rt  hRhh  mme 
Rhtmt  :  RRRi  ## 

M#  #Rg 

%#  3Hl#g  :  M°  tR#57H«T  R#7M 
3#R  MR#!  :  Rl*Hdl  M#  #T5T 
f#  :  ##H  7# 

##T  3TOMM 

RRtd  M3M  3MM# 

Rt  Mfmrm  htkIhi 


14.  The  schools  should  have  pictures  and  paintings  on  the  walls 
depicting  the  world  of  the  theatre  so  that  there  is  a  constant 
awareness  of  the  various  aspects  of  the  subject  in  the  students. 

15.  The  schools  should  collect  audio-visuals  and  other  relevant 
material  on  traditional  theatre  forms.  Regular  viewing  of  these  can 
help  in  familiarization  and  appreciation  of  these  theatre  forms. 

16.  There  should  be  a  collection  of  books  and  magazines  on  the 
subjects  of  traditional  theatre  forms.  A  bibliography  should  be 
readily  available  in  the  school  library. 

17.  There  should  be  frequent  seminars  and  meetings  on  issues 
connected  with  theatre  forms  in  schools  and  on  regional  and 
district  level  so  that  there  is  a  better  assessment  and  appreciation 
of  contemporary  conditions  and  situations.  It  will  inspire  to 
generate  new  viewpoints  and  nascent  thoughts. 

18.  Students  should  be  encouraged  to  make  comparative  study  of 
different  theatre  forms.  This  will  lead  to  a  better  understanding 
and  appreciation  of  the  regional  variations  and  their  cultural 
structures. 

The  packages  produced  by  the  Centre  for  Cultural  Resources  and  Training, 
and  other  similar  devices  should  be  used  to  enrich  the  artistic  sensitivity 
as  also  the  acting  talents  of  the  students,  inspiring  them  to  attain  higher 
goals. 
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HKcT  wmR*  ^ferqt 

Traditional  Theatre  Forms  of  India 
1 


1.  ms  rt*ti 

msi  rtis,  smim  sfa  msdr  d  ms  rtri  7Rmfmm  fmfs  m 
mms  Rd  mmlR  msfs  ti  ms  mm  rs  m4 1  rrtrii,  fm^Ri  rnmili 
Rd  miRfi*  ms  rtsr  md  TMimdl  "4'  riri  rs  aid  jm  7im  m 
Rism  elm  i?  i  tttjis  ml  RisRd  rI  sfssTR  d  ciW<h'^  mi  Icsdi  <j<r<rl <a 
Rsf  ti  4  RRmmTi,  mndl'i,  rsiir,  mm  3di  mssm  ml  mrnf  ii 
hrr  1?  1m  ms  r«r  rtr  d  drsH  jsr  sl,  ml  fm  mfm  risr  dml  d 
‘rts-rIsI’  ^  ms  d  mlmfiim  ii  +¥411  ml  ms  sirs  ririi  jmi, 
R‘i)fl  mil  risr  rut  mi  mjjs  tirr  f?  fmnd  °mq ,  rnmim  dir  rrsr 

dSK-!  dj  S7Td  3-ffl  S7Tld  ml  mRfRRTST  Sl  midi  ^1  ddqi ,  RTRRT, 

3rfmkn,  sr  ririi  d  dmfms  rrI  mdimu,  ms  si  msdd  ti  dm 
hmi  ^tidi  i?  fm  Rsm  ms,  simd  7trIsrsi  rI  si  mnm  d  dli  msid 
si  ms  ririi  mi  fmmTR  frnmi 

2.  RTS  RTRT 

Rssml  Rcii«(l  d,  (jctim  ^ Rifq^R  m  mm  d  Risml  silt  RismRsif 
mi  fmrlR  rsir  rii  simid  dm  RsrfR  jsr  misi  mi  msi  mrsi  i  fm 
mTRtl  ^  IFST  3Tcmf  RTS  dll  SRR  RTS  d  Rmfem  7RTtS  ^  fm^ldf  ml 
rI  3RRfmi  frnmi  frmfs  d  RfimfR  mm  sfim  RTSRrnis  rri  d  R7js 
rsI  ml  mi  Rml,  idfmR  dim  m<ni  mffms  isti  ris  ji-siim  m  mml  d 
Rl  mid  d  3H7  3TRSl  mSTI  dlfqci  «gd  TTI7  <hhi^>i  Ri  RRl  Rsf  mi  RR 
RSdld  £l 

ris,  jjRSR  d  fmRm  ml  ml  si  di R^  sdi  ^1  rI  rsIrI  d  rirst  Rmd 
r>  sir  si,  d  HN-m  mi,  3Rms,  mssT  rIt  ^ri  srmfs  rt^  ris, 
^fMqtiiRf  ml  3SRRRI  rI  3irrI  mss  ^  sirr  ^  m<d  ^1  ss  fq^lq 
mpfmRf  rI  mmi  ml  ms  rri  msi  rnim  ^sf-^msaif  ml  3srrri  si 
RSl,  SR  RRI  ^  mjTR,  RRirn,  RmR  dclK-l  mi  RRJT  RRTRR  'f  I  RR 
Risl  mi  mpfmR  sjs  si  rtsi  ^  si  m^,  ss^mm^  rirt,  mTsci,  fmRis, 
RRl,  RRlsm,  RRRIS  ScRTfS,  RR  ml  Rlfl  3RSl  il  RTS  mRI  k'  RRIR 
Scik-I  rs  si  ft^lq  rstr  qm<n  RRR  mr  rrt  sm  rsrrI  mi  RRim 
msps  -  SR  mss  rH  IrtIrri  't'l 

3.  'RTS  RT*R 

RTS  RTRT  ^  RS^fs  fSRlRd  RR  fclf<3c1  RZmm  RS  RRIs  RSl  SlST 
tl  ^JcR  mi  RTRTR  RIcfl  'gsTTRTf  3^R  STR-RTR  ^  mSTRl  3ml  RST^ 
rtrI  ti  ms  rirt  ■jmrf  sir  si  ftmif  mi  %r  mgs  fmm  rtri  ti  sr 

dim  Ridl  *Jdfl :  RRjRI  RR^  R  TR^  RTcl  si  rciiriK,  felRl  RS  ^S! 
fRRT^  Rid  Rl  ^<>q,  Rl  ^RS^  (RTSm^  k  fHclcll— ^cRcll  R[fRT  RIR) 
Rism,  sl  «ld  RRid  qid  3slm  i^m  rrisi  Rism  sld  msm  rI  IrIr-i 
RTR,  dllml  sl  R>  rIr  ^JR7  RR  R'-Ill  R>dl  MRjd  mitl  fil  ^STijm  3fl7 
RTR-RJRI  RJRRltl  Sl  Sltfl  "^1  fmmTRS,  RRI  °R‘llrHRi  hk’hRri  mRT  ^ 

ml  fm  mid  ri<m  fsrm  rs  fmmR  Rird  Rid  RimiRql'  rH  mspfl  rt 

RTRlftS  ^1  1rr*1  ^  fmRl  3RR  RlRilfl  SKI  Rlfslfkd  RTR  Rll  3TRRT 

fvimn  rri^  ti  SR  sn’iftm  risr  ifel  k,  fmmRm  sl  ^Rm  %s  to 
t  1rr*1  rhr<1  rs  ^ti  mrd  ^  fsm  y,(alil  rs  rrIs  fmm  riri 
'll  m«jci  fms  (mk#,  mu)  k'  sl  rndimul  ml  fsRS  3ik  rir  ^  '51^ 
STRIR  fR  ^im  mi  rrss  ti 

4.  SRTR 

rrir,  sftrnmi  afo  rrir  r?1  m<qRm  mlmdidsmdi  ti  rsi  sm 
[rRRRRJ,  R1SR  ddl  3H7  RIRR  rH  ARi-iIriI  ^Ril^ql  RS  RRIel  f',  RS 
sm  r^tt  rH  dlmnids  slmf  sternl  k  fRmsl-^dcfl  ti  iRfs  tk  mi 
R^f  ^  —  4r^RT  RjRI  m  3RRTT  RI  3IRRT  RR  SR  RIS  RRd  ^RT 
fm  3TRRfl  RR  RS  RSI  Sl  R  Rd  Rill  RRIefl  RR  Rl  RRidl  R  ycfld  sll 
sflfRRrlRIsfR  ^  R|SfRk  Rl  RR  RRR  RR  IRfR  sl  IRd  «ll  RRR  ^ 
mdimu  stsfl  ^  rUsti  ri  dfdRT  ^R-fmi  mi  3irrI  mmi  RsfTfs 


miR  I  rrt  RTTsi  ^  r^  ri  siiTmRi  ri^r  rrr  ti  SR^  Rmm  TjfrWf  ^ 

RRTR  frnifl  irm  RIR  Rlt  fWI  RRI  RR  RIRlfRm  m  4l<iruim  mRl4  RI^R 
rH  rirI  ti 

RS  RIRITRR  RIRR  tIcH  sflRFRI  *f  3lfvm  dlmfilR  t  sfll  itm  RIRI  RIRI 
f  frn  Rsf  SRRS  fRRSR  ^3RI  sn  R1SR  ^Icfl  3  Rl  Rlsml  Rfl  mfs  RRlt 
3sIt  sIr  ^  rir  il  mi4mR  Rfl  rIrri  sIrI  'll  rr  RTfm  sms^  sl 

t,  Rl  ITRlR  ^  RTR  IRTR  Tjm  slRI  tl  TTSRlf ,  RIIRl,  STIRlfRRR  3sVt 
TTiik  ^  imif  ^  RIR  RTRm  m  RTRRlf  Rll  3RRIR  %IRl  tl  RRlRRSlf  Rll 
RRrnl  ^  RSl  Rml  3R  isl  tl  RRIR  4i  mRl  Rl  RIRR  3RRTI  RI 
mRi  -gsiRl  RRTcfl  t,  rI  mRl  Rism  ^  ms  k'  sums  ukjdlmiR  sIri  ti 
igfR  Rfl  fRqRRkt  SlfRRuTI  Mlnfuim  m  ^fRSTflTm  sIrI  tl 

5.  mRl1 1 

i^fir  -£f  qluruim  mRimif  ^  ^  rir^r  RfRRRiR  3nmR  sirr  mm 

k  Rim  RIRI  tl  RIR:  Rlfifm  RRRll'  ^  3R7TRT71  RRIR  Rfl  RSgfR  RSf  Rll 

riirI  ti  SR  Ri^R  ^dl  ^  ^m,jm  ri  fmlR  *rir  ftm  Rrar  ti  'gisRR:  Rl 

RTR  sl  IRfR  ^  Mms  ^TRf  4i  <jfRRS  fRRI^  t'l  RRIcT-RIRIR  S^f  Rl 
rirI  k  mill  isri  ^1  m^  IrtIrst  rir^  ^  fm  wi'r  4f  mRTRm  ri  mnm 
mil  rsI  fsm  mTRii  ririr  ■yv  mi  mud  sld  |i,  fmRRd  sncjlci  rr 
rtrr  ilmm  sr  "d  fmm  miRi  ^1 

6.  sanfR 

imfn  sifl  3^1  mmim  ^  mil  sismsmi  t,  ml  fm  srfmmRi  fmRisltumT 
df  mmiRm  ?ir  R13R  Rfl  mml  ■f  1  sr  df  fimRt  Rfl  'jlkmi  ml  rtr:  ■jrr 
sl  fsmd  3nd  t',  ml  fm  miifim  mlm  mmiRfl'  ^  3rfsmr4  sir  sl 
f'l  imfR  d  dsi’^m  ds  sfimmml  sm  Immsmig  mRifmm  rmciirH'  ri 
ms  ^  aTfdRmd  dfRSTfRm  Rl  slsl  ^  1  Rim,  gsr,  RmTR,  rntm  ssmfs 
dsml  'd  15^  sld  ml  md  wm  31I1  mol  sld  ■fi 

7.  dliml 

^ssfl,  ssi  mis  Rfl  17m  mg®  RiiRfim  sisr  ^fml  ti  dtsmfl  rs  ssfs 
ms  ‘  si'ild’  ml  ms  d  mim  mrsi  ih  'irrIs’  Rfl  aidm  srfmm  isl  I1, 
fmsd  rrs,  imfR  sm  dlsml  rnifRei  ^1  mRSlmi  rrir  rs  rs  'f  fm 
dWml  ‘  dldml  ’  Tim  RS  31RRTI  ^1  ST"  6Rl(l  RR1R  Isdll  RHd  ^  fm 
ris  ^  msRTmm  d"  ‘mesm’  sir  ^  fmm  m^R  ds  rs  ssidia  i,  ms 
dliRil  'dlR  Sl  idll  Rll  3RJSSRSI  RIRI  RS  RiSRT  ^  fm  (ris!  'JR  d 
SR^  RRTfs  RS  J?m  'sl  SRRS1  1ST  Sim,  Sid  ^  RS  dldVfl  mSdlfl 
fmgisl  RS  RS  Rl  RTRRI  I?  fm  dldRil  fmRI  RSm  fflR3-7TST  Sid 
JITSl  ^  mill  RS  RTRRTim  Rl  <3SH  Sl  JJIHI  ^ I 

■dlsmfl  Rfl  R7jfs  d'  Rtfmmsi  JRIHR  Rfl  RRTRST  ISSl  t  aftl  SR  SIS 
rrs,  imfR,  dRid 'd  fmmfiis  slsl  Rfemfl  sirrI  mmimij  4f  jsifiRisT  mil 
mdd  issl  ii  mdmR  d,  rIrrII  Rfl  mjfsRf  d  unmidls  rrrisiI'  ml  rI 
TRfRm  fmm  mid  mm  ti 

4dRfl  srfmRSTTS:  irrIsIr  slsl  ti  snd  m<=midl,  Rmm,  jriI  rs  rI 
mm  dim  Rm  ti  dlmvldl  <d  sit,  mf«ddi,  dims),  ms,  dlsml 

sdRIRIRR  ^  RTRRflR  Rmif,  TldRRTaif  SRI  Rrmidl'  ml  3T8fjpf  RRld  ^ 
mdTR  ^  3RTRRT  RJ  ’t'l  mid  3RSIR,  RRS  JIRRel,  IlTrRSIR,  i)HR^Hl(l, 
SR#  RS  mij  3Rfd  JRR-RRIR  mRTRm  m  3RRlflS  RfR^  Rfsfmm 
fmR  ri  mrnRim  rs  rrir  "^i  RmTml  Rim  sill  rtrIi  ijml  Rd  Rim  rs 
RRim  Rl  msl-mst  fsia  mrsi  ^  i 

8. 

4smfl  Rfl  RSRJI,  dlsHd)  3lll  STRIR  Tlsfl  RTIJI  f  I  dtSRd  mSR  ^ 
fmrnm  d'  sidm  slms  sdm  risr  mdimuT  d  Rsimjd  rIrrir  fsm  ti 
dldsd  Rinfl  irrr  d  rI  RRifms  i  msi  rsrji  sled  d  msf  rs  rrIr, 


PIRRi  RIRTRR?  R  RSI  RRIS  Rt?R  fftRT,  dull'd  ftl  RpSRT  P  Rel  ftl! 
P  RP-T?-RRle(  RK  RR  TTRltlR  fftRT  RST  M5  fteft  t  ftRTpi  R 
3H^ficb  dld-ft-'-dl  P  RcR  Pddll  ?1RTTT  tell  ftl  Ml  in  ftp  I  HI  iedodid 
tl  (iH  Id-llftf  Rt  RIR  "^ft  y irijn  Pdidi  -Midi  t,  ft  elidipldi  cizn  3^  ft 
RRTF  RR  fftHRR  eldi  tl  ftt,  did! ill ,  »(Rd ,  Rp-TT-ddid  tft  RTTfs  RR 
mmIm  Pdt  fdftddl  tl  ITHR  ft  ft  TRl-Mlal  Rt  ^ThMiI  ’ft  pR  Rielldilt' 
SRI  tl  Rt  Rift  sft,  P?g  RTS  ft  ift  didldilT  ftt  M-mIki  RTRT  ft  PR  ftt 
d'fl I  Rn-ddid,  efi.'MI ull  il'id  ft  ftild  teddi  ftt  'liiftl  RR  fqftd  ft?S  RR 
RRT  tl  TJedlHI  PRI,  ftft  3TfftRRJ,  RRT  eP^d-S,  PPl,  3?SeI  RR 
RRTR,  RTf  ft  PdiTRa  3TTfs  pi  3n'dfeid>  ft?S  Rt  Rffts  PIjfRRT  ti 

$ddl  3iRlRdd  -  tlPd-n,  lftdie  fttTT,  (Sell  h-jir,  Tftft  RTR5TS,  ??ST 
TIRT,  3TlfS  3ftR?RT3fl  P  RTTRlRd  'lli'faid?  ftl  MT^d  Rt  R^  tl 

9.  ftfeftt 

fttefft  ft  TTPR  RR  TfSTTR  sftsi  ftRT  RRTRT  RTRT  tl  TRRR  Tpl  ftt  tl 
ftft  ftl  ftk  RRRPRidlpK  pf  eTRTT?  Rit  f  I  fRTT  fftftl  pR  ftl 
MRjfd  eldi  t,  idi  ft  IHpte1  ftlft  RR  Rsf  ftp  tl  RRTT  R?ft  RR  P 
dlPd-ft  3ndi<  tdl  tl  dHlt  Rt  ’-did  ft  (ft ft H  3i^*jd  ftift  tl 
<di -id-llft  Rt  Rjld  ft  dilftsMH  3TTTR  ftp  tl  Rjfd  RTR:  ftkd  ft  ftft 
tl  ftft,  dWlel  RRT  ft  el  ft  Rlt  ?[?  eldi  tl  TJRRR  ftl  Fa  Tl  M  ’jlddil 
'ftTl'  SRI  3ftftftftl  Rft  RTlft  tl  RTRRR  RRft  ^  RIR-RIR  ^3RR  ftll 
3lftRI  Hliftld  R33I3ft  Rft  fttetH  ftt  f|  eiellTdi  RR  3ftr  RR  ftftf  ft 
ftRTS  ftlft  ft,  ftpT  ftt  ftftRft  Rft  RiTRTR  RRRRRI  3ftl  RFilfd^dl  ft  tl 
RRRR  RT  ^JRR  RleURRT  eftftf  ^  RR  ftfe  ftft  tl  «ftR-#R  ft  ^J?R  ftlft 
T?ft  ft  RftftHR  RR  ^3  RRJT  fttRI  tl 

STIR,  dldlell,  ftfe,  RFT-R-ddlel  Rft  RftR,  RRK  sfft 

RfRoRRRT  ^  fet?  RRRr  RRcft  t'l  ftftl-3T?I  Rft  RRlfftl  RT  ftR?  Rft 
tJR  RTftft,  5I<.hI1Hmh  3lft  RRlft  Rft  dlel  RK  RRI-ft  RR  ddll  Rllftt  t  - 
ffttUt  RT  3RRft  RRlfftl  ?ftft  t  3lft  3Rft  RR  RIRR  ReTR!  tl  3RT5I  sift 
ldd)l<l  tl  dledFl  'ft  i^ied  RTR  Rlt  RTT  RRlft  t,  RdddFI  tdRl  ft  ft ddFl 
Rll  H6dM  dddl  tl  5-1  d>l  RfftHRRI  8JRRI  5dftl  R?ft  t  fti  ftft  ^ 
tr-RR  ft  RRTR  fftfftR  Riftf  ft  Rl^fl  RR^R  fftRJ  RI  RRlft  tl  ftlftRft  Rft 
^?R  ftddl  Sdftl  RTIRR  t  fftl  R|R)  fftRltl  Rfft  ftt  fd-11  RR  R7  dSIM, 
eIR3f  Rft  ftRR  Rldildl  RH  RRftt  t,  RRRR  ft  RRRR  R3R1  ?ftfl  RfftR 
Ril  RT  Rdidl  tl  ^Ifldil  =fft  d rS  ftl  3RRlRTfftRI  Rtt  eRIRII  3RR 
ell+dlddl  ^  RRIR  ftteRTl  ft  ftt  RIR-RRRH  RSRft  ft  fR=I  ttftl  t,  fftRg 
dlMlfftd)  R[R  MHdilefl-l  diRlddil*  ft  dIRllddi  RR-RRRIT  3-TRRlf  Rldl  t 
3lft  dRd  Rft  3ndHMdidl^dK  RRftt,  ft  ft,  ^did,  Idiftd,  sift ,  "^5,  IdM 
Rftl  ^5  ^Mlel  ?lft  tl  ftteftt  ^  fftRRR  ft  3R^  RERIRTRi  Rft 
R^Wjft  i]fftRR  Iftl  tl 

10.  ORellefl 

fftftR  ftft  RR  ftt  ^R®I  Rft  efleHSll'  RR  RIRlfftl,  RRIeftell  3RR  RRR  Rft 
ITRI  RifttTRR  RRRfRRT  eftRI3I3R  ttcft  tl  tRR  3?elt  RWKl  ft  Rltf 
Tjft  tl  RIRcT  ft  RIRTftR  iftUHR  Pd+Rld  ftl'l  3RRlft  W^fft  ft 
eiftfRlftf  RIRR?  rH  fftR  IftftMdlftf  RR  deelia  fRIRI  t,  RRI  33  ft  ^[R3 
tl  RRI  ^  ddni-l  RRTRTR  RR,  361  fftrR  RRI  ft  ‘•JcR  ftfft  lF‘ N rl  Ril  RRI33T 
t,  Rtl  fftcR  RRI  ^  RIS  ttft  RTefl  ftl  ^?™I  R?1  RRTellelTsff  ft  ^fR  ftft 
RIRR  ^  RTIR-RRR  sftftRR  ftl  RSeRjft  ^  ft|  ^ftiRR  RRRRI  ft 
3Rfft3R3dR  R?  IdRMd  R?T  ftR  ftt  RIRRRR  R<3  R?1  fftdt  Rldl  tt 
RIRTefteTTRlt  =F1  ftl 1 1  ft  ^  i  (|ldlRu!,  RRfftlRSRR,  RITftl,  SIR  ftlR  RTR  ft  ft 
eileiisft  ft  f3RI  RRI  Hd  RR  RRI  ^  RR,  nftd,  dft,  fttR,  RTR,  eltdiftlRH 
RR  ftldd  yfti  sifftftd  eldi  tl 

RR?  RR  3RJRTTR  RTR  Rft  3rRfft  3TJRTRR:  *RR’  ft  Rift  R^  tl  R>el 
RRI  t  fR?  RIR  ftR?  ■RfllRiH  ^JrR  t,  fRlRlft  '“fRR  RR’  RgiR  tl  ftRlftl  ft 


RIR  RR  ftt  R^R  t,  3Rft  'JRTR  RR-fftRfR  ^  3ftlRR?  dcdl  RR  ftl  3eRRS 
t,  ftft  -  ■fRRf  R?t  ■gftfR,  RFJR  "RlRRl  RIR,  RJRTRRT  RIRR,  3nftl  fRRg 
RTReflRRI  ft  RRI  f?™T  Ril  RRR  RlftsRT  ftft  RR^fR  R?1  ftR?  OTeltfRTR?  ftR 
OTtRTfftlR?  RRR  RR  ft  RUcft  tl  RIR  RRR  ftlRI  RR  RI  R?R  R^Rll  R?t 
RTrRfRftlR  RIR  RRT  tl  RReRRRR,  3RRR1,  ^JrR,  ?ITR?1  RRI  fttcRlftf  SIR 
ftft  RRgfR  ftR?  SuPfdi  RTRRI  RIRTRltl 

11.  RIRteileil 

RIR  ft  RITRlfRR?  3lfRRR  RR  fftttR  RRIR  fftRI  RIRI  tl  RTR  ft  3RJRR 
ftR-RTRIcRR,  RR-ftdleH,  ftfRRI  3ITft  RR  fftRR  RBRR  tl  fftftR  Rift  R?t 
«ldd  RTlft  ft  fftft  RTR  ft  fRTIR  RRR  ftR  ftI3  ftSlftf  RR  SIm'Im  gldl  1 1 
ft  ftsITft  ‘  den ,  een  3TlR  fdddd  ’  ft  RRRfRIR  tfft  tl  ftS-ftSlft  ft 
RTRft  3lfRR?  RRRR  ftRRRR  RR  tl  ^TRR  ftft  RRI  R?1  fftBR  ftRRRR  tl 
RIRlftR  RR  ft=S  tlft  tl  SJRTRRR  ft  3lftR7  RIR  RRRf  ft  RRR  RftSRTC  RRI 
RTRRIRTR  SIR  °ddd  Iftft  Rift  tl  RTR  ft  ftl^I  ftl  ‘fRftftt’  ftSI  RfftlS  t, 
ft  Rift  RR  ft  ftft  RR  Sift  RR  ftl  ftfft  RR  Rift  ^ft  ftft  R?  RTR  ftlRRJT 
RIRRIR,  fttl  ftl  3?RR  33TRIR  RRTRt  Rllft  tl  ?R  ftSI  ft  RIRR  ft  RIR 
RRRR  ftl  d'l tl  Rift  3tR  ydil  fftll  dldl  t  RRI  RTR,  ftR  RTT^  RtRf  tl  ?IRf 
R?1  (d«Sl  RIRR?,  Rift  ftR  3TRR  33TRTR  3?t  llTRft  RTlft  3Rft  Rift!  3IR 
ft  RR  RSRIR  3ft  RRlft  RR  3lfRRR  1ft «n  dial  tl 

12.  'RTRTefteTT 

RTR  ftR  ft  RIRIRRSd  ft  RR?  ft  tit  t  -  Ipt  Rift  RTRRRgeT  RRI  Rt 
RIRTRRgell  R|ft  RIRTRRSel  ftfft  ft  RRRRR  ft  ^?3  ft  ftR?R  ^RR  ft?3  ft 
RIRlR  ftft  tft  t,  ft  Rft  RI?TRRI  ft  RRlft  Rift  tl  ?RRR  RRIRT  RR 
RRI  tftl  tl  ft  R^?f(T  Rft  ftft  ft  tft  tl  RIR-RRRT!  ft  fftft  RRlftt  RR 
ftftfftR  fftRRIR  3RTRR  HRR  tft!  t,  fftlft  ftQRRSeT  eleiale  fftlRRI  tl 
^?n>T  ft  Rift  RR  ftftt,  ftSR  RRI  RRI  R  fttfRRt  ft  RRRR?  RR  e1«ll  IdT^dl 
eiMlftt  Rlftl  tl  RITRTeT  RRI  fddift  TJRTR  R?T  ftl  TlftR  tftl  tl 

IIRefl ell  Rft  RTRRRI  RR  KRIR  ftft  RR  RTR  tftl  t  ft?  Rlftft  3RlR  iJRR  TRRI 
RRIRR?  RIR  tl  ellell3Tf  ft  SlfftRR  tl  Pled  RIR  ft  Ril^  RTRIS  dtl 
tftl  fti-rj  RIRR  ft  RTfftdR-ddldl  SIR  ftd  ft  Rift  Rft  oRKedl  Rft  dial 
tl  RIRefteR  ft  RRTft  ft  ffti;  TTJRR  ftp  RTR  t  -  RTRRtfRRR,  ftfe, 
ftftR,  RRTRI,  RRRTRR,  RIRftI,  RTRRIell  RIR  ft  Rlftft  R8I  ft  3RRTR?eT 
wftR  Rfftft  Rft  RlftR?  dlell  R?T  RRlR  Iftdl  RT  R?I  tl  RITRrIr  ftR 
RIRR?  ft  RRIR  ft  R»Kul  Sel-RVTR,  dlel  ft  dlell  RR  eldd4  3RRTR0I 
RIRRTT  t,  ft  RRfftRTR  SIR  ijftf;  ftl  RR  1?RT^  Rift  tl 

II  del  Hi  ft  Rft  R  ‘Hdl  R?I  d4°dldl  RURlftiR  toi  RRI  tl  Rft  ftk  ft 
3?t  RlF4di  RIRRlft  RR  RTRft  ft  (eiy,  RRI  Sfdd>dl  ft  3^?R  ft  Udl‘1 
fftRI  RRI,  ft  ^RTRl  3RlR  Ri5  RTR'ft  ftftlft,  3qtaift'  R1  3RR  rIssrIR 
3RRRTR1  RR  ftl  RIRI  ft  Rft  R  fttft  RR  3Rr1r  tftl  tl  ^15  ‘RIRIRIRl' 
ftRel  R?RI- did  1  ft  d^d  ft  RIRI  ft  3RTR?ftR?  Rft  R  Midi  R?f  Rft  Rt  tl 

RcfRIR  imelell  RlfftR?  I^R  ftRlftlR?  y«jfddl  ft  RIRftl  RRftR  Rt  WR 
3RTRt  tll’JRT  ft  tftl  RTT  RTRlft  tl  RRT  ftlR  <£("1  Rt  TRR?  ffttl^ 
ft^TiJR!  tlft  t  RRI  tft  Rpadl  Rt  '’JRRII  RTRRt  Rt  ftl  fRRiltd  ft^I’JRI 
ft  3RTRI  TSdl  tl 

13.  HRlf 

RRlt  ‘id 'Id  RRI  RIRRRTR  ftl  RTRRfRR?  RI3R  fRRT  tl  IjR II d  ft  R?  Hid 
RRRR  IdRft  RIR  ft  RTR5-R?lfc5RTRr5  ftR  ft  R[ft  R?tl  ?Rlft  tl  RRft 
RI^  ftl  irdPl  ft  Rlt  ft  Id Sl-ll  ft  RRftS  tl  RUT  fRtft?  fRTRt  RIR  ft 
R?R  RIRt  ft  ft-scl  t  dtl  djR  diiRMi  ell' I  SRTRR  3T*f  nldell  (ftRR?) 
ft  RTRR  el ' llcl  tl 

dull  RRl^  RRRIR  Rft  RRI  3TRI  tftl  ft  ftftft  ft  RRgR  tlRTT  RI,  fft?^  RIR 
ft  RcTTRI  RRgRTR  ft  fRIRR  oRRUTRtRUUT  fftRI  RRI  fftfft?R  RRelf  RR  ?RTRt 


RRgfR  RIRR  elftl  RIRI  RRI  t  fft  RRUlftl  ftRR? ' "gRTt ’  ft  TR  RRRTIRR? 
■?ir  fft?  RTRfft  tlRI  Rlftl  3RTR  RfftR?  ellel  difi'a  ft  RRT3  ft  d>R  RfpRRR 
HPldftR  fftlR  ti  RT?  ‘RR’  fftft  RT?  tl  OTTjfRR?  RTRR  ft  ‘ftRI  Tpfft’ 
RRI  ‘  RTRRT  3ft?ni  ’  ft  RT*RR  ft  ?Rft  RRTRR  Soft  RR  ffteTI  RRI  ?Rlft 
RRRRReflR  R^f%RT  ftl  3RTRR  tlft  elftfl 

ftRT  RIRT  RURT  t  fft  RRT^  ft  RRRSIRI  3Tfftm  RI  3TRRFRT  R,  ft  '^pIRIR 
ft  ftFRRTRI  fftft  ft  (ftdlftl  ftl  RFRRRTR  ft  RIRlfft  Rt  fRRt  R?p  °RfRR 
RIRR  tl  ftftt'  RIeTTRtR  3IRR-3IRR  RTRR  R  ftR  ft  RfftR  3RlR  ?fR  ft  ftftt 
ft  RRI  3TRR  RTTrHrR?  RR  ft  RTTRTR  fft  RTRTR  ft  3TRR?  R I  RRlft  RTTRl 
dtl  I  Ulli-R  ft  SRTRIT  Mdd  RTR  RTIRllIul  Rt  RfRR-RTRRT  "RRIR  ft  3ft?R 
ft  fftRI  RTTRT  Ril  RK  ft  TRlft  ftfft?TfftR?,  ftllpMIRI,  RTIRTfftR?,  RlRlftl 
RRIRR  -jal  efttl  P?  TJRTR  ft  RRRR  3TftR?  Rd'll  RR  P?  PldlPjId 
RIR  ft  Tft?  RIR  RRft  RR  ‘RRT’  ftRTR  fftRI  RIRI  tl  RR?  MUM  RS?  pHdi 
ft  RTT3  Iddi  RR?  Rt  3TRfft  RR  tl  RTRIRI  tl 

14. 

ftfftR  ft  fRRI3  RT  R|?t  RSITR  RR  RRT^  3TIr1rR  RRRIR  Rft  ft  3TR  ft  '??R 
ft  fftRI  TRIRT  tl  HSH  Rft  0^1  ft  Rft,  ijidl  ft  RTRIRI  -dlell  tl  fttt  Hi 4 
eTRIRIR  ftl  RTRIR3  ftl  Rnft  t  RRI  StRlft  RR  3TeffRI  fftRT  RTTRT  tl  RTRf 
Rilft  RR  RRt  Rftft  RR  313  ftR  dll  ti  Midi ,  3TRfn  -  fft33l  RR  dSI  RI 
HISdl  Rlfftl  Rt  RTRlpR  ft  Mdldi  ft  3IR  ft  RR3T  dial  tl  RT3RRTTR  T^R? 
RRR?  t3t  ti  RRft  3TPRtRI  Rfft  RRftl  RR  RTR1R  RIRRI  t  RRI  ftRT  tft 
ft  STlftlR  ftl  RRRR!  RIRRI  tl 

RRlf  RRRTRITR  ftl  ‘RIRlfftRl’  RIR  fftRT  RRI  tl  ¥IRR-+dlR>K  ftl  ‘ftlefl’ 

R-el  ti  ’^jft  fftRi’,  1  diftl-MiRil ’,  ‘rrrtIrt  rtrstr’,  ’ft-R  RTRlft’ 

RRI^  ft  dldiPyR  RFRTR  Rt  ti  RlellRIIRi'  ft  RR7I  3t1r  RRSRTR  ft  RTIR 
l,J3eT'  RIRRI  p?  Rift  RR  ^PdR  dlil  ddldl  RIRT  tl  dddl,  slddi , 
RT^fl,  RT3IRR,  ?TRR!fRRR,  RTlftft,  ftftRI  RRT^  ft  3RR  RTH  ti  ?JTR  RR 
RRlR  RIZRtRRI  RR  ^3  ftt  ft  fftti  fftRT  RITRI  tl  RTRlft  ftl  3TfftRRR  ReT 

tt  ft  ftnr;  ?ft  RTRjftRi  rrt  ft  tl  riri  rtri  t,  fftm  rtr!  ririiritr 
RIR  ftt  tl 

15.  *TRTt 

RRft  ft  ft?T,  dldl^,  ftlR  RRI  RH  R?  3T7t  RR  ydl‘1  fftRi  RTRI  tl 
dld-dld  ft  dlddi  ft  die,  3RTRR  RTRR  3Tft  ddftl  iffRR-fcRRftf  tit  tl 
dpd  ft  yl-fl  RT  fRRRTT  ft  RTtRIS  RT3RtR  TKddl  RT  RTRR  3TTft  ft 
RRft,  TTTRTiR  RlgfR  RR  tl  STJITT'R  RIRRI  tl  RftR-RISfR  R^lftf  ft  eft 
‘Idi  ti  Mldd-Sfddl  ft  id  dlidil  ft  ildgl  Rt  Mdi  t  RRI  Md9 
ftlRITRRIRl  RTlftftRR?  RftHI  ft  TfftRlf  Rt  ftl  tl  ‘RTTRT  STteR1,  ‘RRftR’, 
'  -ilRPut’  3RfS  TTTft  RTRTJRR  R?SR  tl  RRtl,  ften-RTeR  RIRRITRI, 
RTftftl  STTfs  fTTRt  ftftllft  ti  3RT-RIR5R  ft  (elM,  ‘Jdld,  ?ett,  ft??, 
RiHdiR,  ftTR  fft??,  ftRTT,  ftfs,  'RSR  RRI  dldd  ft  3TTt  RR  iddlu  ttcTT 
tl  Sift,  %  RRI  ft?l  STTfft  RR  ftl  RfftR  ftl  RTR  ftl  ftot  fq;  $TtRld 
fftRT  Rldl  tl 

16.  -RIRI 

■RTRl  ft  lid  sftr:  dsidl  Rt  TRJI3  mkmPtri  dlidldRI3ff  ft  ft  pi  t  ft 
fft  eTRRR  p?  e-RK  Rft  pft  tl  -nidi,  ft  Id  RRIR  RT3R  tl  Rlftl  RR 
■gfteTT  RR?3  ttRI  3ITRPRI  tl  RIRftl'  ft  TTRjftR?  ftlR  P  TJRR  RIRR  ft 
RTR  3TfRRR  fft 41  TRIRT  tl  RR  iReli  ^  indl  Tjfft  RI  ftft  dRdl  P  RRI 
tft  tl  RIRR?  ftRI  PRRRRRP3pttl  RftfftR?  RI3R?f  ft  ftt  Rft 
Mid  eldl  RI,  3ftl  d<6  -Midi  ft  ftftftfSRR  RR  RTRR  tft  tl  RlffRR? 
RRRlft  ft  ReKRRRl  RRRT  RRI  fftll  ^?P  TRTRI  RR  RpRpf  fSTTR  tl 
RRRRTR  ftsfddl  ddldi<  3TRt  3TIRP<d  ftl  eidlM,  Rift  ^  P?  RRTR  ft 
<j*A  RRIR  P  -Midi  Rift  ft,  dei  RTRI  d'diei  3^3  -Jsidl  ftR  ft  'RITRl' 
Rigdftl  PI  P  fTSR  Rftl  3TffteTR  RR  ftl  RRIR  RPI  RTS  ft  ftklfftR? 


575T37f  57  77T5-77I5  flH5>lcl)5  f51T55I37l  357  ill  left  57  377  577  37  3HM5 
FT^  dMI  I 

FT?  5l<i3  T^eft  577  '^P  MM  ’  5ft  7T3T  3t  3t  3^  i?,  ct-’-TffW>  fMMK  37fr 
^  37f3f753  57f5373  JQ  5755  f337  3  TJ57  373  f| 

*P^iH  5f  7775-77T5  MM  Id)  (  <*)I©M  )  f  5>55)dl  (  ©MlOMl ) ,  d*-m ,  «tOcid 
(75757  37fr  5>WM  37  375  575  5TH  flVtctd)  5T57  57  37^5  373  tl 
3T55ft  5ft  3575t  (5^)  57  3h£  3  ^7s5  37557  5IMPd5  53T3T  t  35T 
3775?557  fd^l  337  tl 

7735  5t35  57  77I5-77T5  375  77imp557,  5f3FTt7757,  773577535  5  3T7^f557 
FdMMl  577  55=3  775  577  'dldl  577  7J7tT5  P5>MI  dldl  tl  5,5  <5 1 '^’11 5 
375>7  5  375T  37*33  57  373*t3  5lr4)P5>  3f33T  37^7  3T5T7  7357T  5T557t  5ft 
<551  5ft  tl 

17.  ^tt^t 

■37757  5>  577375777  37p55>cU  ^7>5  6  Id  t  357  'TRt-’^f^Tn^  3)  f^T^TT^ 
tl  3TTt  ft3T3  5773  373ft  3T3  ^  37T3  TTftt  YH^  533  t, 

f3T377  -i^  Mf  M-  ^Ph^I  f33lft  dldl  Ft  3TcTTT  PdiMI  31  fid)  I  5)  <5 1  drift  5ft 
5Y7^  ^  ^Td75^1  55  TO  f^755T  tl  5F  37157557  3^f  fd7  ft 

517557  5T75f557  3ft33  3  77*3£  tfl  ^571^51  5  33ff357  73,  7T77T5f357 
771,  55577,  77575  7Tt777,  515  ftdd  $cMlP<7  55  33f3  f3757  5T5T  1 1 

^cjdTll  dild  5  Pftdr  57  7715  MllV-ld  dd  ft'  Ml^fcldi  73t  55  fftcll  577 
7^73 -777731  5ft  5151  fttl  375  557375  ,  diNd ,  371^  51  MF-fld ,  177^7, 

fdf^R57,  5r3  55  5515  PdvMI  5551  t ! 

^71^J51  5757155  37ft  51555  f33ffT3  ttcft  t  -  37p35737  did,  mIc), 
ijdldt ,  fttet  751  57  575  5I7UI  fd)M,  'did  t I  ^  575F  755RT557f  5i 

fdM,  d,{Py5  P+)M.  MM,  ^1 

18.  W5T 

5151  ~E\  *jrd  Mldd)  51  371571  5ft  375^5  *1ldd)  37f557  ^ I  7755 
755-7715  T775T  75575  5  57  MPldctd  ^35  tl  37T5  W5T  571  7753515757 
3151  o515lf757  Ft  "^571  I  $f(M  7J55R  ^fll  d»V  dP<d  375  5755  577  5Ft 
pHdd!  ^ I  5t775t  Vldl«p!  57  5175  5  51?J7?11F  5  F7T^  *  Pd5d>  ’  571  dP<d 
5pF  f551  511  f5557  571  dTo  51357  57t  371^  531^,  3|Pl5i  5ft  ^-7^551 
55  351  3755  dfadl  551  35dO  5775t  ^  Mpl  37T51F  577^  571  5*f  155131 
tl  3715  775577dt5  twit'  57  57  5T51  5T357  F7^  tl  F77  5T75f757  3T35 
f551  5  F7  53  351  ©557715  57  cTPTt  577  37T^3  f5751  %\  "7513  5735M, 
f5FT3,  ^5t  37Tl5  331  57  37T3lf73  3t3  35  ^fft  31^53  77  5151  5 
3755t  3737T33  Uf5  551  ^  ist  ii 

'J1I3I  t)  "^PftcT  pIcii  ^  ^  T1),  ^o5  ^  ,  dH 

TraK.  ott,  3nf^  fnt  aramf  tptRt  f=rfr^cr  T?m  ti  toti, 
Hl^t  c^[tiRl'1 ,  ,  ®lT^0  Plil<  WJBR)  p.M  qiH 

y*j<3  qisj  I'l 

19. 

X[rg,  '8^  ^  md=ll  3lh[  OTH-W  ^  eNi  3  airiRa 
dl^fyM  ^1  WJ ll cl  ^TI  'JISI  y^d  ^1  <sdltrl 

slh  '5^71  dldVI  ^  >^ts  (HHlddl  «ani  ^1  Mn  ^Hddl 
W1)  3^k  MP'dld  difddl  3)U  'Tt  dddl  "^1  Hlcldl  ydRld  Hid  ^ 
HPcd  ydcld>  dlcl'^d^'d  ^  Hl-^  -dlrl  ^  d^d  ^  TF^  dlrl  5 -f'l d 
Rra  ^  h!c16  Rd^  dd4  TTT^  srfddd  41  didcl 

4l  Fd  TlW  TddIMf  tJH  ufiraf  '35dft  ^  RJRfitrm  ^  TTO  3TT3I 
41  g4«ci  ti 

Rra  ^4  dcdRl  ‘Rd’  H(l«d  'll  ^  Hldl  -dldl  tl  Hid,  318^4^  41  3<ddU 

1441  <s^ci)  '5f7TF  4  ^hk  Pt)dl  'didl  tl  Hid  di<d  4  y.d>  TT^TTF 


Hdcd  1441  T^ct  -d‘16  4  ‘  HM  ’  ^dl  tg id  <^dl  >:i ^  <ilCol  dldl  tl  dn4 
aii«yiH  Rra-4s41 4  +di+K  j^z3  tit  t  44  3t4i  ’i?  4  ft4i'  4 
73^5  41  ’JFI  di<qid  tl  4g  laid!  ^R  9R  4  dd><  FR  "J3  (T57  *dl 
ddldl  'TjTTcTI  t  '3)TR  dR-rddl  4  WR  HHid.  dK<  Fid  tl  dial  t  44  <JHd 
4r-f441  ^ft41'  4  ^  44  4  PdM+iy,  ^nt  ti  Rra  4f  4  4miFn  fh 
44  wh  dtl  tmn  r41  rif  4f  4  rrt  tl  a4  dwiR  rffi  fr  3im 
ti  ■gftvr  41  d[f4  4  f441'  41  4f  4  #i  4r  tl  tst  f4u  ^irai  ti 

44  7R  did  3TR  4  dIZdT  dd  RRJdtdR'd  ?ldT  tl 

w44di  3TRWI 4  4d  4  wt  44  itt  <at  (did  ^nt  4,  ftt  I5d4  4 
44  ftdl  -dldl  tl  3dd  3T-d  ml  41  dfld  5Hdi  41  445  d4  tfdl  tl 

20.  4T^ 

Hid  cdld)  dldd  lUdl  4  4d-nmi  41  3FTdl  tl  Rdtddl  tl  (NH6(d  4 
4dd  4t  ^iflld  4  Rdii,  tl  <dd  <jTd  tit  t.  Pdddi  did  4,  did  41  44 
4d  ddl  tfdl  tl  44  4  4d>  3)4  dFI  MFI  tldl  t  3l4  <jH<1  3TR  dFtFR 
4  ltfI7  ftttd  R8JHI  5uloi  tldl  t,  dTFT  dldRI6,  MdldH  3l4  cTdRd 
tied 6  3RR  did  tit  tl  discus  4  Rdt  tl  tdd  41  eddHdT  41  dlldl  tl 
44  RRdd:  HMiHgcl  41  dTPI-sH-tfldld  4l  Fdlfd  tl  4  ftlt  dF  ddRI 
RddiRnd  ^  tldl  I  dF  Rd  dlid>  4l  RHld^llell  ddld  4  RdM,  f4dl  dddl 
1 1  RldtRd)  RRd  4  FRt  d4lRuldi  dRIT41  dd  Hdd  tldl  *11  RTdj  RTF  4, 
Ft!  hRhIhi  4  RFdldHJ  41  4  ddel'*!  Hl-d  Rifted  R  RR  didlddi , 

tftFTfRRl  44  44F  RIRTrRR)  ftd4'  Rd  4t  RR1RR1  ^RII 

Hid  dldR  tedl  4  did  RFdd’jt  RIR  :  diddle  (RFIRlt,  ftRRt  TjfRRd 
dJRRR  41  t) ,  fRRdl  (dt  dldRRR  4  RFt  4d  RT  Rldl  ftFRIdl  t) 
dtd  RRtvl  (Rfl  4r  RT  Rddtd  RltSIdl  t)  t,  ftd4  ftdl  RRR  3re'RR 
tl  3RR  RRRFTd  dldRltfedRl'  Rt  Rffd  RTR  R  41  ft^R^  3^1 
»jfRRd  dRT  3RTdT  tl  RFfR  tl  RTR  4  RddTRTK  f4dR  tit  t  R  f441  4 
HPPdd  tit  tl 

21.  RTR 

RTR  4  441d  4  dlcdRI  'gisR  RTR  tl  RRdl  dRRt  RlfRd  tl  tldlRT  dtd 
Hlpil  4  RTR-RTR  ddlt  Rd  RTF  41  dpldl  tl  Rfd  Rt  RdTR  TTRt  RT  dpi 
Rt  RRTt  4  fdT4  died  Rd  fttlR  RFTR  1 1  OFd-S  RRTF  4  RTR  Rd  Rdlt 
TTRd  4  ftlt,  dTcdRIR  Rd  fttlR  RFTR  tl  FR  dldR  4dt  4  -Jed  RTt 
fdtd  TjfRRd  tl  slcddi  Rt  RIR  3)4  HIHll  41  4151  (RRTF)  41 
RIRRd4  F^ldil  4  FJR  4fI  RTTdl  t  44  F4d’llul  did  4  Rillfld  RT  ' R>t 

Rt  t'  (RRT  R41  t)  RTFRTT  ^R  Rdt  tl 

RTR-R3RII  Rs41d1  tldl  tl  tRT^RT  4  4lt  Rd  RdR  <^d  tldl  tl  37R 
FR  dl<RTld1  4  RlRlftRl  RTgfTRfdtf  Rt  d]fRRd  t,  FRlfdR,  RR-RR3IT 
4k  tRnjRT  4  TTTRPR  dflRd  41  FTcdRT  41  fRRdl  tl 

22.  3ff43TT-RT2  sftr  Tdiakdl 

4f43Tl-dTS  3TRR  Rt  RRRfTRT  HI<R4d1  tl  FTlk  RTTJdlRITR  -grt 
‘R13tdT'  RIFT  Rldl  t,  ftRRd  7JR  '  Rl44t3R '  t  TJR  FRRd  Sit  FldT  t 
-  ‘  RTR!  Rt  RfRdR  ^RI  RRId  RITdT'l  3TTTR  4  RlfdRR  Rdf  (Rdf)  4 
4k 3d -did  41  RT^fd  41  RTRR  RdRR  tl  FRRd  did  RTRTTtR  Rd 
RRf4dR  TFT  tl  FR  dTdRRkt  4  3TRR  4  3TdTRl  RRldl,  RtlRT  dRI 
^FTRd-Rgd  FTRTfF  Rt  RTRffdRT  FTTdRI  fked  RTdl  tl  FR  441  4  dTZRt 
Rt  RTRT  Rt  RR  444  RIFt  t,  fRTR4  3rtRI  RTRT34  Rd  fRRR  RT  dRT 
fRTRRd  RRld  414  R^d  4dT  4  RTR  4* lid,  fRFTT  R  dslni  4  41  f4RT 

RTTdT  RTI 

dUJiq  r4  4  RRTfRd  tit  4  RdTR  3Tf43d-RTd  4  RIRTdRI  4  ^dR-cdldl 
dRT  TTRTRR  4  RTRT  -ysR  3dRR  Tt  tl  RRRRs4f,  dFlTRR,  SldTRTRT, 
TTTdjf4RT,  FTRTfF  3TRR4  RT  FdRd  RFRfd  tldl  TFT  tl  RTF  4  Fd4 


RTRTfRRI  dkfyR  tfd  RT  3RR  3TRRR  RT  41  f4  RTdjd  PhHI  Rid  TddT  I 
ftd  ftdf  f4rdd  tM  4  RdR  4  ^4d  RTRT  t,  dd  f44  3Tf43d-dr4'  Rd 
RFtd  dR^Rd  RTdT  RTTdT  tl  3443d-dTd  fRRT  4  RT^Td  dRT  37Rf4RT 
dTdR  RTRR34  44'  Rd  dRI  RF^d  f4?IR  FT3T  RT  RRIdT  tl  TJRRTT, 
3Tf437T-dTd  4  4  RTRT -4 fed 4  4,  Rf4  RRfd  R  TJR  RTF  4  S-Wlcdl 
3TRRT  3TRfRRT  R  31Rd  Rl4  Rt  RRId  RITdT  tl 

23.  kfodn-RTC  dftr  RTdltdT 

RR  4  fRR  TRTd  RT  RTRtdT  RRJd  f4dl  RTTdT  t,  d4  RTRTdT  RT  RIFd  tl 
RT3Rdl  RT  r41  Hij  SH  TdRRR  90  did <  TTiRT  dRT  !  5  41dT  dlsi  tldl  tl 
RRFR  4  RTR'  3RT  f44t  dTF  41  RIRTT  3TRRT  r4  dtf  tldl,  FT#T4 
tdRTT  RT  TRF  tlRTT  Rtt  TH  4  Rddl  RFRfd  FT3  RRl4  tl  FR 
37TRdTRdT  RR5R  4  dRI  44  RT  RTRdT  (fRFTRd  RT  RklRTd)  TT3l  RTt4 
tl  RRFR  4  Fjk  44  RT  44d  RRFdft  Rd  TRR  tldl  tl  FR  RRSdt  Rt 

‘RTRd-RTRd’  RIFT  RTTdl  tl  tj4t,  TF4-4g73,  RITdTed,  RF1  Fd4  R1 

RRflR  FR  4dt  4  RJRT  Fit  Rl4  Rdld  RTR  tl  RRSR  4  r!4  FT  RT 
*T5dT'  FldT  t,  fdTRRt  T5FR  7JF  R1  RRRTT  ^JF  RIF  RRId  tl  HusH 

diRitl  44  44  4  rr4  rt  trft  f4h  ti  rr41  uf  f?4  f!4  t  - 
d=F  4  c4t  41  rtf4  Rt,  f?41  ^^4  Rti 

3RR  ctRI  dld4  41  RTfd  RT3tdT  41  RT^fd  41  F^CR  SIR  RTRR  44  t, 
f44  ‘  RRTdl’  RIFt  tl  FR4  RTF  TJRRR  Rd  r4r,  dRRd  3TfR4d  fF 
dldR  Rt  RTRTRTg  Rd  RfTRR  4d,  dP.TI  4  F44f  41  RflfRd  RTRdT  -  4 
r4  (stiHIRitrliy  HHJid  dTHRt  41  RTdTRdT  4  ctRT  TRRIR  tl  dTRRI 
4  3TRVT  4  RTR  RRRT4d  r4  Rd  41  RRcTd  tl  FR°1T  RIF  dRI  r4f  rift 

t4r  RTT  f44t  Rt  HHlPd  Rt  TJRdT,  4d  r44  Rd  r4rT  dRT  TRRftRR 
FrRlfF  4  5RT  TR  dTdR  4e4  4  R4  fkkf  Rd  RRlfRd  RTcTd  f4RT  RTTdT 
tl 

24.  3rT43n-iid  dtr  'iidll -i i 

RT34dT  4  RJ5  FTR  3k  TRTd  44  Rlt  RTTt  tl  Rt  dTdRt  Rt  ‘  did  ’  dR 

44  dTdRt  Rt  ‘^gR’  RIFt  tl  Figd  srfRRIdT  RTRRtR  Rt  TRdTF  tl 

Fjgrt  Rd  rf4r  4rft  4  g4  ttr  RdTdi  TFdT  t  3k  rtr:  gf4r  4ndr  4 
3TJWd  4  RTR  HHIH1  FldT  tl  RI41-RT41  Rlt  RTR  fRdTRTT  d'lldlT  r4 
f4t  dRI  RT3tdT  RF4d  RITRlt  tf4  tl  FR  RTF  4  rf44  41  RFT  4f4RI 
rt3h!hi  rtf4  ti 

RT3tdT  4  r4  Rl4  Rd  3TfddR  gRR  RIRTTRITT  4  RITt  t,  fRddt  4dTgRT 

fektfRd  sk  grtRg4  si 4  ti  rt4  rt  4t3ctt  4  rtr  ^Irr  4n  rr 
r4r  f4RT  RTTdT  tl  RR5  Rl4  4  Rffd  Rt  3Tt^TT3t’  Rd  RRTd  4  TT3  RTT 
kldtil  3TRRT  RTR  4  gait  RFdTd  Rdt  t,  f44  did,  414,  44,  d>i4 
t4  &i<l  dRTR-RRTR  RTTdT  tl 

3Tf43R-dTd  4  dTdRt  Rt  3TRr1  RTfFcR  4  g4  RPRdT  yiHI  tl  3R8f 
RlftlcRRI  g4r4  Rt  4tT4  Fd  dTdRt  Rd  fRftdd  TRTd  tl  dTdRt  Rt  3TRt, 
Fd4’  RT  r44  4  dFl  4dl  RTTdT,  RfdRI  RTRTRTg  4  PlTdT  RRTF  4  FIR 
dTdR  RTgfd  aTsd  gg  kdl  Rddl  TF4  tl  g?R,  41d,  3rf4dR  Rt 
ylstiHl34  4  RTR  RFI  Rd  y4‘l  41  sldl  TFdT  tl 
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Traditional  Theatre  Forms  of  India 
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1.  Bhand  Pather 

Bhand  theatre  based  on  social  satire  is  popular  in  Northern  India 
-  specially  in  Kashmir  and  Punjab  The  literal  meaning  of  Bhand 
in  Hindi  is  jester  i  e  a  professional  joker  Pather  means  a  play 
in  the  repertoire  of  the  traditional  Bhand  theatre  of  the  Kashmir 
Although  there  is  no  special  mention  of  the  folk  plays  in  Sanskrit 
literature,  but  there  are  few  which  are  known  as  Samvakar,  fyayog, 
Prahasan,  Bhan  and  Sattak  It  is  quite  possible  that  the  term 
Bhand  could  have  been  derived  from  Bhan,  which  is  popular  as 
'Bhand-Bhandaity'  Bhand  Pather  of  Kashmir,  is  a  unique  combi¬ 
nation  of  dance,  music  and  drama  where  satire,  wit  and  parody 
are  preferred  for  inducing  laughter.  The  group  of  artists  -  dancers, 
singers,  actors  involved  in  this  form  of  theatre  are  called  Bhands. 
It  is  believed  that  Sadaf  Bhand  was  a  descendent  of  court  musician 
and  a  pioneer  of  the  Bhand  theatre 

2.  Bhand  Pather 

In  15th  century  AD,  during  the  reign  of  Sultan  Zain-ul-Abidin, 
the  theatre  and  performing  artists  were  patronised  and  the  perfor¬ 
mance  was  staged  in  Royal  Courts  It  is  believed  that  the  rulers 
of  Kashmir  Ali  Shah  and  Hasan  Shah  also  invited  Carnatic 
musicians  With  the  passage  of  time,  performances  could  not  be 
staged  in  Royal  Courts,  still  folk  arts  flourished.  Bhands  travelled 
extensively  in  the  countryside  also,  entertaining  and  educating  the 
masses  and  the  classes  alike,  thus  retaining  the  essence  and  the 
skills. 

Bhands  belong  to  the  community  of  farmers.  During  the  harvest 
season  in  May  and  June,  they  are  rewarded  with  paddy,  clothes 
and  money  for  entertaining  people.  Gods  and  goddesses  are 
reverred  by  Bhands  through  their  performances.  Such  performances 
are  termed  as  'Bhand-Jashn'  Apart  from  worship  of  gods  and 
goddesses,  'the  Jashn'  is  full  of  satire,  wit  and  parody  Whenever 
the  Bhands  perform,  they  imitate  one  and  all  like  barber, 
safaiwallah ,  priest,  peasant,  king,  cook,  boatman  etc.  Imitating 
others  is  the  significant  feature  of  Bhand  Pather  Imitating  and 
ridiculing  the  kings  and  elite  alike  is  a  speciality  of  this  art  form. 

3.  Bhand  Pather 

The  performances  in  Bhand  Pather  do  not  follow  a  written  script 
The  story  progresses  with  the  usage  of  dance,  hand  gestures  and 
facial  expressions  interspersed  with  comical  and  satirical  vocal 
passages.  The  repertoire  consists  of  two  actors,  two  male  artists 
playing  female  characters  two  surnai  (an  aerophone  -  very  similar 
to  Shehnai)  players,  two  drummers  and  one  nagara  (a  type  of 
kettle  drum)  player.  The  different  actors  of  the  play  make  their 
entry  while  sitting  in  the  audience.  The  costumes  and  make-up 
conforms  to  Kashmiri  traditions. 

One  of  the  traditional  Pathers  is  Shikaargaa  which  is  a  satire 
based  on  the  story  of  hunters  who  go  to  a  forest  for  hunting  deer. 
They  claim  to  have  killed  a  tiger  which  was  killed  by  a  genuine 
hunter.  Shikaargaa  is  the  only  Pather  in  which  masks  are  used 
to  portray  animal  characters.  In  the  picture,  two  actors  with  the 
masks  of  deer  and  tiger  can  be  seen, 

4.  Swang 

Swang,  is  a  folk-theatre  form  of  Haryana  and  Punjab.  It  is  similar 
to  Nautanki,  traditional  theatre  form  of  Uttar  Pradesh.  As  far  as 
thematic  content,  dramatic  structure  and  theatre  techniques  are 
concerned  the  literal  meaning  of  Swang  is  to  camouflage  oneself 
with  costumes  and  make-up  in  order  to  impersonate  the  designated 
characters.  Bahurupias  also  practised  Swang  to  earn  their  liveli¬ 
hood.  On  the  occasion  of  Holi  festival,  Swang  artists  move  around 
in  small  groups  displaying  their  art  and  during  Dusshera  festival, 
they  are  part  of  various  tableaux.  Usually  social  or  mythological 
stories  are  presented  through  sculpture  like  images  in  these 
processions. 

This  traditional  theatre  form  is  more  popular  in  Haryana  and  it 
is  also  believed  that  art  form  flourished  more  in  this  region.  As 
soon  as  the  audience  gathers,  the  Swang  performance  begins  with 
musical  presentations.  The  solo  or  group  singing  is  accompanied 
by  nagara,  dholak,  shehnai,  sarangi,  harmonium  and  cymbal 


players  dressed  in  traditional  costumes  As  in  Nautanki  in  Swang 
also,  the  nagara  and  drums  are  played  to  herald  the  beginning 
of  the  performance  The  range  of  Swang  performance  is  from  the 
ballad  singing  to  the  dramatics  based  on  theme  of  historical 
events 

5.  Swang 

The  Swang  theatre  is  a  radical  departure  from  the  devotional 
aspects  prevalent  in  traditional  theatre  forms  of  India  The  Swang 
is  generally  not  performed  near  the  houses  of  worship  A  special 
emphasis  is  laid  on  traditional  costumes  Mainly  two  actors  enact 
various  scenes  in  Swang  The  dialogue  continues  with  the 
question-answer  sessions  between  these  two  actors  Some  scholars 
are  of  the  view  that  much  stress  is  not  laid  on  theme  in  the 
Swang  The  dialogues  are  captivating  and  presented  in  a  lucid 
manner 

6.  Swang 

Swang  is  a  humorous  and  comical  theatre  form  which  is  mostly 
presented  by  the  bride's  side  during  marriages  As  a  general 
convention,  the  female  roles  are  also  enacted  by  male  ajjists,  as 
is  the  practice  prevalent  in  other  performing  folk  art  forms  The 
artists  wear  the  traditional  costumes  of  Haryana  and  the  themes 
of  Swang  are  related  to  historical  episodes  in  addition  to 
ridiculing  social  orthodoxy.  Expressions,  gestures,  dialogues,  songs 
used  in  Swang  are  simple  and  clear  as  they  convey  the  essence 
of  rural  life 

7.  Nautanki 

Nautanki  is  one  of  the  most  popular  traditional  theatre  forms  of 
North  India  As  the  term  Nautanki  itself  suggests,  the  basis  of  this 
form  of  entertainment  is  Naaiak  (play).  It  is  believed,  that  the 
original  form  of  Nautanki  was  also  known  as  Saangeel,  a  theatre 
form  with  many  facets  including  Bhagat,  Swang,  and  Nautanki  The 
renowned  Hindi  litterateur,  Jayashankar  Prasad  believed  that  the  term 
Nautanki  itself  was  just  a  local,  dialectical  variation  of  the  classical 
term  Naataki.  Dr.  Hazari  Prasad  Dwivedi  an  erudite  scholar  and 
writer  maintained  that  India's  first  aesthete,  Bharata,  the  codifier  of 
Natya  Shastra  has  given  details  about  the  theatre  form  Sattak,  which 
was  similar  to  Nautanki.  The  famous  author  of  Hindi  Amntlal 
Nagar,  on  the  other  hand  opined,  that  in  the  times  gone  by.  at  some 
stage  there  could  have  been  an  entry  fee  o i  nau  takas,  or  nine  coins 
for  the  Nautanki,  and  hence  the  name.  Few  other  scholars,  suggest 
that  Nautanki,  with  the  same  name  is  merely  sixty-five  to  seventy 
years  old 

Nautanki,  as  a  form  developed  from  other  traditional  theatre  forms 
like  Bhagat,  Swang,  Nakal.  with  romanticism  as  its  driving  force, 
has  its  mainstay  in  most  of  its  presentations  Contemporary 
situations  are  also  being  included  in  its  repertoire  now  a-days. 

Nautanki  presentations  are  musical  influenced  by  Quawwali,  Ghazal 
and  Thumri,  Doha,  Chaubola,  Laavani,  Maand  forms  of  folk 
music  have  been  embedded  to  impart  a  new  dimension  to  the 
scenes  of  suffering,  sympathy,  agony  in  Nautanki  presentations. 
Jaan-e-Aalam,  Bhakt  Puranmal,  Lata  Rukh,  Prem  Kumart,  Ankhon 
ka  jaadu  etc.  are  some  of  popular  Nautanki  presentations  enriched 
with  romanticism  and  Braj  dialect.  Some  traces  of  Punjabi,  and 
the  language  used  by  Amir  Khusuro  can  also  be  seen. 

8.  Nautanki 

Nautanki  presentation  of  Kanpur,  Lucknow  and  Hathras  are  famous 
because  of  their  distinctive  styles.  Many  famous  folk  artists  have 
contributed  significantly  for  the  professional  development  of  this 
art  form.  Parsi  theatre  also  influenced  this  traditional  theatre  form. 
The  Kanpur  style  introduced  the  usage  of  curtains,  sub-themes  and 
dialogue  delivery  with  emphasis  on  accent  and  pronounciation, 
enriched  with  the  use  of  the  meteric  form  of  Behar-e-tabeel  The 
stylized  presentations  in  Lucknow,  on  the  other  hand,  stressed  on 
costumes  and  modem  make-up  techniques.  The  unique  features  of 
Hathras  style  of  Nautanki  is  the  emphasis  on  songs  and  gestures. 
In  this  tradition,  the  language  being  used  is  still  a  mixture  of 
local  dialect  and  Urdu.  Its  uniqueness  lies  in  the  use  of  Doha, 
Chaubola,  Chhappai  and  Behar-e-tabeel.  In  the  beginning,  the 


men  used  to  enact  female  roles  but  later  on,  women  too,  proved 
their  talents  on  the  stage  The  region  of  Rohlak  in  the  state  of 
Haryana  has  emerged  as  a  leading  centre  of  Nautanki  Sultana 
Daku.  Veer  Abhtmanyu,  Raja  Harishchandra,  Bharthari,  Udal  ka 
byaah,  Vaah  ri  kisnial  are  some  of  the  famous  Nautankis  presented 
in  this  region 

Apart  from  these,  the  Nautankis  based  on  Urdu  literary  works,  like 
Mordhwaj,  Siyaah  posh.  Lada  Majnu,  Shirin  Farhad,  Inder 
Sabha.  etc  also  form  the  repertory  of  this  theatre  form 

9.  Nautanki 

Nautanki  is  staged  on  an  open,  raised  platform  At  times,  the 
stage  has  backdrops  as  per  the  requirement  The  backdrop  depicted 
is  connected  with  the  scene  and  accordingly  the  backdrop  is  often 
changed  The  accompanying  musicians  occupy  the  stage  first  The 
nagaara  player  creates  the  ambience  of  the  beginning  of  the 
presentation  by  playing  the  instrument  The  performance  begins 
with  an  invocation  in  chorus  and  the  blessings  of  the  divine 
beings  are  sought  The  dialogues  composed  in  Doha.  Chaubola 
and  Sher  herald  the  actual  commencement  of  the  presentation  The 
most  important  role  of  narrator  is  played  by  the  Ranga,  who 
begins  the  story  to  be  presented  The  Ranga  connects  the  various 
episodes  of  the  play  Although  the  dialogue  is  in  prose  as  well 
as  in  verse,  Nautanki  is  treasured  because  of  the  rhymed  dialogues 
and  their  musical  compositions  The  actors  swinging  to  the 
rhythm  of  the  percussionists,  dance  sequences  and  the  music  hold 
the  audience  spellbound. 

It  is  for  the  scenic  description,  dialogue  and  details  of  the  totality, 
that  the  Doha,  Chaubola.  Daur,  Behar-e-tabeel  meteric  composi¬ 
tions  are  used  When  a  song  sequence  is  over,  the  basic  tune  is 
played  on  the  Saarangi  and  the  harmonium,  to  which  rhythmic 
pattern  is  provided  on  the  nagaara  The  tihai  or  the  third 
repetition,  makes  the  end  of  the  sequence  clear  and  the  second 
music  composition  takes  off  from  this  point  The  most  important 
instruments  of  Nautanki  are  the  nagaara  and  tikaari  They  have 
such  a  profound  musical  effect  that  nothing  seems  impossible  to 
the  onlooker.  Navrasa  in  different  hues  and  colours  are  presented 
with  different  permutations  and  combinations  of  musical  compo¬ 
sitions  The  descriptive  details  seems  to  be  so  realistic  as  if 
virtual  war  engaging  millions  of  soldiers  is  being  fought  without 
showing  even  a  single  soldier  on  to  the  stage  For  that  matter 
even  most  horrible  incidents  can  be  staged  accordingly  as  if 
happening  actually  Like  in  other  forms  of  folk  theatre,  costume 
and  make-up  techniques  are  highly  stylised  in  Nautanki  also 
With  time,  howeyer,  some  changes  have  taken  place  as  far  as 
costumes  and  make-up  techniques  are  concerned  These  are  nearer 
to  life,  to  reality,  to  surroundings  Depending  on  the  characters 
and  times  dealt  with,  headdresses  are  turbans,  crowns,  head  gears 
with  ornaments,  beards,  moustaches,  wigs  and  so  on.  Many 
composers  have  contributed  significantly  in  the  holistic  develop¬ 
ment  of  Nautanki 

10.  Raasleela 

Based  exclusively  on  Krishna  legend,  Raasleela  is  highly  musical 
traditional  theatre  form  of  Uttar  Pradesh  The  tradition  of  Raasleela 
is  older  than  the  beginning  of  the  Christian  era  Raas  comprises  all 
the  characteristics  of  a  folk  art  play  mentioned  by  India’s  most 
ancient  aesthete  and  codifier  of  arts,  Sage  Bharata  In  Braj,  this 
theatre  form  has  developed  from  a  narrative  form,  with  song  and 
dance  as  base,  to  a  form  which  includes  acting,  alongwith  music 
and  dance  It  is  believed  that  this  dimension  to  traditional  Raasleela 
was  brought  in  by  Shri  Narayan  Bhatt.  Down  the  ages,  Raasleela 
began  with  the  thematic  episodes  like  Gocharan,  Kaliyadaman, 
Saanjhi,  Daan  and  Maan,  etc.  During  the  Raasleela,  the  lively 
details  of  the  forests,  mountains,  rivers,  cowherds,  cattle,  life  in 
pastoral  surroundings  are  enacted 

It  is  believed  that  Raas  originated  and  developed  from  ras  -  an 
emotion  or  aesthetic  experience  Originally,  Raas  was  dance 
movements  in  circles,  with  emphasis  on  love,  Shringaar  ras.  In 
the  Puranas,  there  is  a  description  of  the  Raas,  which  includes  the 
depiction  of  scenes  which  are  vivid  These  selfless  devotional  love 
scenes  lay  emphasis  on  the  fragrance  of  flowers,  moonlit  nights, 
pleasant  weather  conditions  and  so  on.  But,  Raasleela  itself  has 


been  inspired  by  the  divine  love  of  Radha  and  Krishna,  and 
sentiments  associated  with  love  and  separation  At  its  climax, 
Raasleela  presentations  uplift  the  audience  to  such  an  extent  that 
they  get  totally  immersed  in  the  devotional  love  of  Radha  and 
Krishna 

Invocation,  adoration,  dance,  and  the  lively  depiction  of  Krishna's 
pranks  evoke  in  the  audience  a  feeling  of  natural  reverence 

11.  Raasleela 

In  this  dance  form  body  movements  and  facial  expressions  play 
a  very  important  role  in  expressing  the  emotions  There  are  certain 
postures  and  gestures  which  symbolize  special,  unique  feelings  and 
emotions  These  gestures  and  postures  are  related  to  Chalan. 
Halan  and  Chinan  In  the  facial  expressions  associated  with  this 
dance  form,  the  smile  is  the  most  significant  The  texts  dealing 
with  the  legends  of  Radha  and  Krishna  mention  the  smile  again 
and  again  The  emotion  of  love  is  depicted  in  this  dance  form 
through  the  eyes  They  seem  to  merge  into  one  at  times,  and  at 
times,  they  merely  give  an  indication  of  love  The  smile  of  the 
divine  lovers  are  like  treasures  suddenly  discovered  In  Raas.  it 
is  Krishna’s  Tribhangi,  or  division  of  the  body  into  three  parts, 
or  sections,  which  is  important  It  is  the  perfected  art  of  placing 
the  left  foot,  balanced  on  the  toes,  in  front  of  the  right  foot,  placed 
firmly  on  the  ground  The  left  heel  is  raised  gradually  The  waist 
and  the  neck  are  tilted  towards  the  left.  The  hands  are  raised  to 
an  angle,  giving  the  impression  of  Radha  and  Krishna  playing  the 
flute. 

12.  Raasleela 

In  Braj,  there  are  two  schools  of  Raasleela,  the  open  Raasmandal 
and  the  palaa  Raasmandal  In  the  first  kind,  there  is  a  stage 
approximately  four  feet  above  the  ground,  whitewashed.  The  area 
of  the  stage  is  bigger,  about  ten  yards  It  seems,  that  the 
performance  is  nature-oriented  Traditional  colouring  agents  are 
used  for  the  face,  which  seems  to  glow  red.  Krishna’s  forehead  is 
decorated  with  roli,  sandal  paste,  to  give  him  a  distinct  person¬ 
ality,  other  than  the  Gopas,  the  cowherds,  his  friends.  Radha  and 
the  Gopis,  the  women  of  Braj,  who  are  her  friends  and  Krishna’s 
devotees,  have  bindis  on  their  foreheads,  a  practice  continued 
down  the  ages  Krishna  also  wears  a  triangular  crown  and 
collyrium  in  his  eyes. 

The  music  and  dance  of  Raasleela,  has  been  the  mainstay  of  this 
theatre  form  down  the  ages  There  is  no  dialogue  as  such.  But, 
song  and  gesture  give  the  impression  of  a  dialogue  The  instru¬ 
ments  used  for  the  music  in  Raasleela  are  harmonium,  jhaanjh. 
manjeera.  tabla,  pakhawaj,  tanpura  and  kartaal  When  the  chief 
singer  introduces  rhythmic  syllables,  bols  during  the  narration,  the 
ankle  bells,  ghunghroos  are  also  jingled,  to  produce  the  effect  of 
dance  Because  of  the  influence  of  Kathak  dance  form,  the  chief 
singer  introduces  the  bols  or  sound-patterns  of  rhythms,  used 
mainly  by  percussionists  otherwise,  except  in  certain  musical 
forms  like  the  Taraana 

The  lyrics  and  rhymes  of  this  dance-drama  are  its  main  props 
The  audience  has  gone  into  raptures  down  the  ages  because  of  the 
songs  of  Raasleela  which  are  full  of  joy,  love,  separation  and 
emotions  On  the  one  hand  these  songs  have  been  sung  to  evoke 
religious  feelings,  faith  and  build  ethics  among  the  common 
people  and  on  the  other  hand  they  have  been  sung  on  festive 
occasions  while  observing  rituals  of  other  appropriate  events. 
Some  of  the  singers  of  Raas  have  given  preference  to  the  more 
attractive  couplets  to  make  the  art  popular.  Jayadev,  Surdas, 
Nandadas,  Paramanandadas,  Lalita  Kishori,  etc.  are  some  of  the 
eminent  poets  who  have  been  closely  associated  with  this  theatre 
form 

The  influence  of  Parsee  theatre  technique  on  current  Raasleela  can 
be  seen  in  the  kind  of  costumes  worn  by  the  artists.  Radha  and 
Krishna  are  dressed  in  a  way,  that  bears  not  much  resemblance 
to  the  costumes  of  the  other  cowherds  and  maidens  of  Braj.  Now¬ 
adays,  even  the  musicians  of  Raasleela  have  distinct  costumes. 


13.  Bhavai 

Bhavai  is  a  traditional  theatre  form  of  Gujarat  and  Rajasthan 
Bhavai  is  supposed  to  have  deep  roots  in  Kutch  and  Kathiawar 
in  Gujarat  The  term  'Bhavai'  itself  continues  to  be  the  cause  of 
controversy  among  scholars  There  are  those  who  believe  that  the 
term  refers  to  the  firm  grip  of  the  goddess  causing  and  controlling 
the  dreaded  small  pox,  while  others  maintain,  that  the  term 
Bhavai  means  the  flow  of  emotions 

Bhavai  originated  as  a  prayer  offered  to  the  Goddess  Amba,  during 
the  Navratra  festival  Later  on,  however,  the  Bhavaya  sect  started 
presenting  Bhavai  on  other  occasions  as  well,  as  a  means  of 
entertainment  The  name  mentioned  with  love  and  reverence  for 
giving  this  theatre  form  artistic  touches,  aesthetic  appeal  is  that 
of  Jayashankar  Bhojak  'Sundari'  Names  associated  with  the  new 
elements  introduced  in  this  theatre  form  are  Deena  Gandhi  and 
Rasik  Lai  Parikh 

There  are  also  some  new  themes  associated  with  this  form,  now 
With  "Mama  Gurjari"  and  "Jasma  Odan”  the  new  elements  were 
incorporated  into  this  form,  bringing  it  at  par  with  other 
contemporary  theatre  forms 

It  is  believed  that  the  creator  of  this  form  of  entertainment  was 
Asita,  or  Asaita,  belonging  to  the  Mehsana  district  of  Gujarat.  In 
Rajasthan,  Nagaji  has  been  closely  associated  with  theatre  form  of 
Bhavai  It  is  said  that  Nagaji's  love  of  music  and  dance  caused 
him  a  lot  of  trouble 

In  the  beginning,  this  theatre  form  was  used  to  rouse  religious 
sentiments  and  devotional  attitudes  in  the  people  With  time,  this 
theatre  form  included  in  its  framework  historical,  mythological, 
social  and  romantic  themes  Bhavai  is  a  presentation  of  several 
themes,  unconnected  with  each  other  but  put  together  in  a  planned 
manner.  Each  performance  lasts  from  fifteen  minutes  to  an  hour 

14.  Bhavai 

Bhavai  is  performed  as  a  celebration  during  the  nine  nights  of 
festivity,  the  Navratra.  usually  near  a  temple  Bhavai  is  presented 
in  a  circular  arena  and  the  audience  sit  all  around.  The  pavilion 
for  the  staging  of  the  show  is  decorated  with  leaves  of  the  date 
palms,  flowers  with  silver-lined  banners  at  times  The  walls  are 
also  decorated.  The  four  pillars  of  the  pavilion  are  draped  with 
curtains.  A  garbi.  or  earthen  pot  or  maandvi  is  placed  with 
reverence,  as  a  symbolic  homage  to  the  Goddess. 

The  musicians  sit  on  one  side  All  the  actors  generally  are  males. 
The  female  roles  initially  were  played  by  male  actors.  The  actors 
first  make  their  obeisance  to  the  Goddess,  Amba  Devi,  seeking 
her  blessings  The  Bhavai  actors  are  known  as  Kanchaalia 
Comedian  is  known  as  Ranglo  The  favourite  comedians  of  this 
theatre  form  are  Jhoothe  Mian,  Chatki-Matki,  Kajora  Makhdan, 
Tej  Sethani,  etc.  As  the  actors  make  their  entry  or  exit,  wind 
instrument  Bhungal  made  of  copper  is  played.  The  music  of  this 
theatre  draws  heavily  from  the  rich  and  varied  folk  music  of  the 
state  The  instruments  commonly  used  are  tabla.  dholak,  flute, 
pakhawaj,  harmonium,  sarangi  and  manjeera  Dance  sequences  are 
introduced  mainly  for  dramatic  effect.  The  delivery  of  dialogues  is 
often  made  forceful  with  group  singing,  in  which  the  entire  troupe 
takes  part. 

15.  Bhavai 

The  plays  in  the  repertoire  of  Bhavai  are  like  skits  abounding  in 
elements  of  prose  and  couplets.  The  poetic  forms  commonly  used 
in  Bhavai,  are  Doha  and  Chaupai  including  songs.  Inextricable 
part  of  this  theatre  form  is  the  lead  actor's  style  of  acting,  his 
way  of  singing,  and  comments  at  regular  intervals,  during  the 
performance  itself.  Bhavai  has  remained  true  to  the  folk  traditions 
when  it  comes  to  the  entry  and  introduction  of  the  characters,  the 
development  of  the  theme,  dramatic  interludes  and  song  sequences. 
Some  of  the  plays  associated  with  this  theatre  form  are  Jasma 
Odan.  Ramdev  and  Jaising. 

A  pagree,  loose  pyjamas,  shirt,  etc  are  generally  used  as 
costumes.  Traditional  make-up  material  such  as  gulal.  haldi, 
geru,  kumkum,  shankh  jiru,  gond.  chandan,  rice  paste  are  used. 


Also  depending  on  the  roles  being  played  the  beard,  moustaches 
and  long  hair  form  a  part  of  the  wardrobe 

16.  Jatra 

Jatra  is  one  of  the  most  popular  traditional  theatre  forms  of  Bengal 
and  Orissa.  It  is  believed  to  have  come  into  existence  about  a 
thousand  years  ago  Jatra  performance  begins  with  musical  presen¬ 
tations  It  is  important  for  the  performing  artists  to  have  a  sweet 
voice.  The  play  is  enacted  along  with  group  singing  accompanied 
by  mridanga  players.  The  performances  are  staged  on  a  high  plat¬ 
form.  The  singers  come  to  the  stage  wearing  a  loose  dress  known 
as  choga.  The  compositions  of  gaurchandrika  are  sung  in  Jatra  quite 
similar  to  recitation  of  Nandi  paath  in  drama  of  Pauranic  tradition 
Naldamyanti  Jatra  and  Vidyasundar  Jatra  are  some  of  the  popular 
Jatra  presentations  Gods  and  Goddesses  are  revered  by  the  devotees 
through  their  performances  for  which  they  travel  extensively,  hence 
the  name  'Jatra'.  Over  the  centuries,  it  was  influenced  by  the  Krishna 
cult.  Gradually,  faith  and  religious  fervour  has  been  replaced  in  this 
folk  theatre  form  with  contemporary  themes  of  social  and  historical 
significance. 

This  dance  form  has  also  been  referred  to  as  Jatra  gaan,  because 
apart  from  dialogue  and  soliloquy,  this  form  also  includes 
'kavigaan'  the  recitation  of  poetry  Apart  from  this,  Jatra  consists 
of  Panchaah  (poetry),  Kathkata  (commentary)  Tappa  (light.  North 
Indian  music)  Keertan  (devotional  songs  to  the  accompaniment  of 
Khol  and  Kartaal).  The  main  singer  sits  behind  the  choir  ( Juri ), 
plays  the  violin  and  gives  directions  when  required. 

India's  poet  laureate,  Ravindranath  Tagore  produced  two  plays 
based  on  the  form  of  technique  of  Jatra  namely  Valmeeki  Pratibha 
and  Mayor  Khela 

17.  Jatra 

As  a  general  convention,  Jatra  has  only  male  actors.  The  female 
roles  are  also  enacted  by  male  artists  The  actors  specializing  in 
female  roles,  used  to  add  the  term  'Rani'  as  a  prefix  to  their 
names,  so  as  to  distinguish  themselves  from  the  rest  of  the  actors. 

The  costume,  make  up  and  jewellery  associated  with  this  form, 
have  the  stamp  of  the  different  cultural  phases  and  influences.  The 
costumes  do  not  necessarily  conform  to  real  life 

Earlier,  natural  colouring  agents,  materials,  etc ,  were  used,  like 
kajal,  white  lead  and  red  powder.  Now,  modern  techniques  and 
appliances  are  used  These  include,  the  eyebrow  pencil,  lipstick 
and  so  on.  The  artists  wear  traditional  costumes.  The  preferred 
colours  continue  to  be  red,  yellow,  pink  and  blue  Down  the  ages, 
the  villains  of  Jatra  have  worn  only  leather  costumes  The  practice 
continues. 

18.  Jatra 

Jatra  is  a  play  more  than  dance-drama  or  opera.  Naturally,  the  form 
has  changed  with  the  times.  Jatra  has  also  turned  commercial,  in 
the  sense,  that  it  has  to  compete  with  other  forms  of  entertain¬ 
ment.  Today,  the  Jatra  does  not  have  the  Sutradhar  or  the  narrator 
to  keep  the  different  scenes  and  themes  within  the  framework 

It  was  in  the  beginning  of  the  twentieth  century,  that  Mathur  Shah 
introduced  the  character,  Vivek  in  Jatra  This  character,  a  combi¬ 
nation  of  the  clown  and  the  narrator,  moves  the  play  forward, 
gives  warning  of  the  calamities  to  come  and  makes  the  villain 
aware  of  his  misdeeds.  Because  Jatra  depicts  life  in  all  its 
dimensions,  its  ups  and  downs,  and  is  based  on  contemporary 
themes,  this  form  has  attracted  an  audience  from  all  classes 
engaged  in  diverse  occupations. 

Jatra  music  is  usually  based  on  the  ragas  Shyam  Kalyan,  Behag 
and  Purvi.  The  music  is  scene-bound,  so  to  say.  War  scenes,  long 
dialogues,  love  and  affection,  denoument,  etc.  are  invariably 
portrayed  with  music.  The  musical  instruments  used,  are  tabla, 
drum,  shehnai,  clarinet,  violin,  kartaal,  flute  and  guitar. 

19.  Maach 

Maach  is  an  extremely  popular  theatre  form  of  the  Malwa  region  of 
Madhya  Pradesh.  It  bears  resemblance  to  Khyal  of  Rajasthan  and 


Nautanki  of  Uttar  Pradesh  in  music  but  differs  textually  and  metrically 
Maach  is  identified  by  its  typical  style  of  prose  and  poetry.  Guru 
Balmukund  ji  of  Ujjain  is  known  as  the  progenitor  of  Maach  He 
composed  sixteen  plays  in  which  he  also  played  the  lead  role.  The 
copies  of  these  plays  is  still  in  the  custody  of  his  close  relatives 

Maach,  meaning  arena,  is  derived  from  Manch,  a  raised  platform, 
which  is  usually  built  in  an  open  space  One  week  before  the 
performance  starts,  a  pole  for  the  performance  of  Maach  is  fixed 
in  the  ground  The  artists  get  together  around  that  place  and  their 
Guru  performs  the  religious  rites.  The  stage  is  built  on  the  poles, 
5'  to  10'  high  from  the  ground  and  on  the  stage  a  curtain  is  put 
on  its  rear  side  decorated  with  colourful  flowers  made  of  paper 
There  is  no  green  room  in  the  Maach  theatre  The  artists  change 
their  clothes  near  the  place  adjoining  to  the  stage.  The  audience 
sits  on  the  three  sides  of  the  stage  as  the  Maach  is  performed  from 
all  these  sides 

Initially  the  poles  used  to  be  erected  on  all  sides  of  stage  (Manch) 
which  was  covered  by  a  canopy,  nowadays  there  is  a  curtain  fixed 
on  the  rear  like  in  any  other  performance. 

20.  Maach 

In  the  Maach  theatre  form,  the  setting  of  stage  occupies  an 
important  place.  Elaborate  arrangement  of  set  is  done  with  two  tall 
structures  representing  palaces  with  a  lower  platform  in  between. 
A  big  pitcher  on  one  side  and  a  prisoner-post  on  the  other  can 
be  seen.  To  seat  the  king,  the  guards  and  about  16  others,  there 
is  a  projected  balcony.  There  is  a  place  to  sit  only  for  the  king. 
All  this  was  to  create  an  imposing  atmosphere  for  the  play.  Apart 
from  mythological  stories  and  Pauranic  characters  -  which  have 
universal  appeal,  heroic  play  intertwined  with  the  drama  based  on 
theme  of  social  orthodoxy  and  historical  events  are  also  performed 
and  appreciated. 

Three  main  characters  are  present  in  all  the  performances  of  Maach 
theatre.  They  are  Choubdar  (the  mace-bearer)  who  acts  like 
Sutradhar,  Bhishti  (who  carries  a  large  leather  bag  to  sprinkle 
water  before  the  performance)  and  Farash  (who  rolls  the  carpet  on 
the  stage).  In  addition,  there  is  a  clown  The  Maach  actor  is  not 
a  glorious  figure.  The  performers  in  the  Maach  theatre  are  modest, 
humble  and  are  familiar  to  the  audience. 

21.  Maach 

Dholak  is  the  primary  musical  instrument  used  in  the  Maach 
theatre  form.  The  sarangi  and  dholak  with  the  accompaniment  of 
nagara  are  played  during  the  performance.  To  keep  the  tempo  of 
the  plays  upbeat  the  rhythm  is  a  very  important  component 
particularly  in  verses  and  songs  Dance  too  has  an  important  role 
in  Maach. 

Make  up  is  usually  loud  with  costumes  comprising  shining 
clothes  with  pattern  and  lot  of  brocade  work.  As  contemporary 
issues  are  adopted  in  Maach  theatre  nowadays,  make-up  and 
costumes  are  taken  from  daily  life. 

22.  Ankia-Naat  and  Bhaona 

One  of  the  traditional  theatre-forms  of  Assam  is  Ankia  Naat.  The 
performance  itself  is  known  as  Bhaona.  The  original  term  is 
'Bhaoloa',  which  means  the  expression  of  emotions  through  mime 
and  gesture.  In  Assam,  this  traditional  form  was  bom  and  developed 
in  the  monastries,  and  continues  to  thrive  there.  It  is  believed,  that 
it  was  Shankar  Dev  who  popularized  this  form  of  dance-drama  Apart 
from  the  basic  Assamese  character,  there  are  also  traces  of  traditions 
of  Bengal  and  Orissa,  as  also  of  Mathura  and  Brindavan.  The 
language  used  in  Bhaona  is  called  Brajboli.  It  is  a  linguistic  union 
of  many  sources.  It  is  possible,  that  this  multi-based  linguistic 
structure  makes  the  form  popular,  with  local  changes  and  adapta¬ 
tions,  in  Bengal,  Bihar  and  Orissa. 

As  Bhaona  has  been  inspired  by  Vaishnavism,  down  the  centuries, 
it  has  portrayed  the  pranks  of  Krishna  and  the  deeds  of  the 
characters  of  the  epic  Ramayana.  The  festival  of  the  birth  of 
Krishna,  Janmashtami,  Nandotsav,  Dolyatra,  Raaspoornima,  are 
occasions  which  can  hardly  be  imagined  without  the  performance 
of  Bhaona.  Gradually,  this  theatre  form  became  so  popular  that  its 


performances  were  no  longer  confined  to  just  religious  occasions 
The  farmers,  for  instance,  after  harvest,  used  to  get  the  artists 
over,  for  a  performance  Ankia  Naat  is  a  rare  combination  of 
classical  Sanskrit  and  traditional  Assamese  theatre  forms  The 
Sutradhar  or  narrator  in  Ankia  Naat  begins  the  play  with  a 
commentary  in  Sanskrit,  and  later  on  switches  to  Brajboli  or 
Assamese. 

23.  Ankia-Naat  and  Bhaona 

The  performance  of  Ankia  Naat  is  presented  in  the  monasteries 
in  Bhaona  Ghar  It  is  roughly  ninety  meters  long  and  fifteen 
meters  broad  As  there  are  no  walls  surrounding  this  area,  the 
audience  can  be  huge  and  everyone  can  watch  the  play  either 
seated  or  standing. 

In  this  rectangular  pavilion,  the  Thaapana  or  throne  is  placed  on 
one  end.  The  musicians  have  their  reserved  place  at  the  other  end 
of  the  pavilion  The  singers  are  known  as  Gaayan-Baayan  The 
musicians,  accompanying  the  singers  play  to  mridang,  rehri- 
gomukh,  the  large  jhanjh  or  manjeera.  A  little  distance  from  the 
pavilion  is  the  Chattar,  which  is  the  room  where  the  actors  apply 
make  up,  and  dress  up  for  the  show. 

The  pavilion  where  Bhaona  is  traditionally  staged,  is  made  of 
bamboo  stumps  tied  together,  to  form  the  pillars  covered  on  the 
top  by  iron  sheets  and  matted  straw. 

Like  most  folk  theatre  forms,  Bhaona  also  begins  with  the 
introductory  Poorvarang  also  called  Dhemaal  in  Assam  It  is  after 
this,  that  the  Sutradhar  comes  in,  dancing,  giving  the  introduction 
of  the  play,  the  characters,  the  episodes  These  traditions  are  all 
based  on  the  classical  Sanskrit  theatre  traditions  When  the  main 
character  makes  his  entry,  pravesh  geet,  or  the  song  of  entry,  is 
inevitably  sung. 

It  is  after  this,  that  a  white  sheet  is  stretched,  indicating  the 
conclusion  of  the  introduction.  It  is  also  the  signal  given  to  the 
other  characters  to  make  an  entry,  introduce  themselves,  all  in 
strict  adherence  to  the  rules  of  Bhaona. 

24.  Ankia-Naat  and  Bhaona 

In  this  traditional  dance-drama,  there  are  pure  dance  sequences  as 
also  sequences  emphasizing  the  element  of  acting  and  mime  The 
plays  with  a  long  duration  are  called  Naat,  and  those  with  a  short 
time-span,  Jhumura  The  poet  who  has  composed  the  largest 
number  of  Jhumura,  is  Madhav  Dev  Normally,  this  dance  form 
is  only  presented  during  the  day,  till  sunset  After  sunset,  the 
Naat,  is  presented,  often  throughout  the  night.  The  performance 
ends  in  the  early  morning,  with  ritualistic  Muktimangal.  At  times 
Bhaona  is  performed  with  the  active  support  of  people  of  many 
villages,  lasting  quite  a  few  days  and  nights.  These  presentations 
are  called  Bara  Khelia  Bhaona. 

As  a  general  convention,  the  role  of  women  in  Bhaona  is 
presented  by  men.  Their  costumes  and  make-up  are  essentially 
feminine  and  in  good  taste.  They  wear  saree  or  mekhala  and  also 
wigs.  Some  of  the  characters  wear  masks,  making  their  identity 
absolutely  clear.  These  masks  are  made  of  bamboo  or  terracota. 
They  are  painted  with  red,  yellow,  blue  and  black  colour, 
according  to  the  role  played 

In  Assamese  literature  Ankia  plays  have  been  given  a  prominent 
place.  Like  other  classical  theatre  forms,  it  has  its  own  identity. 
Ankia  is  not  divided  into  scenes,  incidents,  intervals,  etc  It  is 
a  continuous  narration  and  depiction  of  dance,  song  and  sequences 
which  are  systematically  presented  This  coherence  is  also  brought 
about  by  the  use  of  prose,  in  both  dialogue  and  narration 
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l. 

^tR  HK?T,  fcMw*  sfft  qRqft  3  qfe  RT«R  IwftT  R  ^FI  qfj  W#T  tl  'RTS  YTR  3T«I 

t  Wtp,  Pc|<JM+ 1  RRTft  MK'qR^  RTS  RTSR  Tteft  WMcfl  R  qi?R  RT  3T®$  TRT  RgrcR  RT  RRT  gTcTT  tl  TTFfct 
qTRTf  t£  gfogm  if  cTteqR  qq  fq#t  dcrvltsl  qgf  tl  fTT  tf  RTTTR,  oMRl'l,  W?H,  RM  3^T  qt 

tl  THR  t  f%  qfs'  RR;  HR  3  tSRR  13TT  tt,  Rt  %  c#T  APR  efrft  f  ‘  HR-hM’  RRhftR  tl  =MHU 

qt  nfe  ti«r:  htto  trR  afR  htzr  rrt  rt  sr^jfr  tpth  t  f^rat  hrri  aftr  ttr  tg  ttR 
sfR  fqR  Rt  R«#RRT  tt  Rltt  tl  Tcfe,  HPTT,  3Tfq%,  gTT  TTTCT  ^  WffR  RHt  <*HI+K,  HR  tl  ^s?dlct  t'l 
TH1  HRT  RRT  t  %  w  HR,  TRHt  tJHd=hK  ^  tt  RRR  H  3Tt  ^#t  tl  HR  HRH  HH  RRTTH  f^RTI 


1.  Bhand  Pather 

Bhand  theatre  based  on  social  satire  is  popular  in  Northern  India  -  specially  in  Kashmir  and  Punjab. 
The  literal  meaning  of  Bhand  in  Hindi  is  jester  i.e.  a  professional  joker.  Pather  means  a  play  in  the 
repertoire  of  the  traditional  Bhand  theatre  of  the  Kashmir.  Although  there  is  no  special  mention  of 
the  folk  plays  in  Sanskrit  literature,  but  there  are  few  which  are  known  as  Samvakar,  Vyayog , 
Prahascm ,  Bhan  and  Sattak.  It  is  quite  possible  that  the  term  Bhand  could  have  been  derived  from 
Bhan,  which  is  popular  as  'Bhand-Bhandaity' .  Bhand  Pather  of  Kashmir,  is  a  unique  combination  of 
dance,  music  and  drama  where  satire,  wit  and  parody  are  preferred  for  inducing  laughter.  The  group 
of  artists  -  dancers,  singers,  actors  involved  in  this  form  of  theatre  are  called  Bhands.  It  is  believed 
that  Sadaf  Bhand  was  a  descendent  of  court  musician  and  a  pioneer  of  the  Bhand  theatre. 
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2.  'RTS  kTkT 

m’sTO'  wmk  k,  tiTOTh  k  irm  k  tr^t  ark  mm  TO  ®r  fkkm  «m  rnmn  k  km  mTOr  fan 

w  stni  mr®  t  fk  dTOR  k  trt  ark  tttf  afk  fth  w  k  mrkm  kkm  k  PtsuT  kr  ki  TOfkr  fkmn 
fkrfk  k  ktmkr  arro  kk  mmTmcTi  <u=ik  k  'rbjct  m?t  kl  mi  wkl ,  dlkn  eiW  mm  "kfkr  kti  k^  ^T-mrrm 
k  kk  k  kt  TO  k  ark  amt  mm  kfki  tw  itj;  trr  k  TO  TO  mm  mm  m^TO  ki 

kfe,  ^ci'dH  k  PtrHM  mi  k  k  fi  k  sfk  mjm  k  TOmi  k  ^-hci  urn-m  k  mum  k,  ®  mrm-mT  mm,  mrmpm,  m^rsi 
afrr  TO  fTOm  TO  ti  TO,  TO-TOTO  mk  smimmT  k  amt  mmm  k  mm  k  mTO  ti  m  fmkm  mmTOkf  k  • 
km  mm  TO  m^r  mn  ti  TO-TOTO  kt  annmT  k  mk,  fft  km  k  m,  mm,  m  m?TO  mm  mcjc 
wki  ti  m  TOt  mm  ^i4m  tgm  k  mn  t  eft  mk,  ^f§  mrTO  rmt,  TOrn,  fTOm,  irt,  Tkkmr,  mdTf  ^TOm, 

Cs 

mm  mk  TO  TOt  ti  TO  mi  k  mi  rnnk  mm  k  tmkm  mm  ii  m  a®  mm  trt  mmr  wi  mm  mm 

m=Fn  -  fR  mmn  kt  fmkmmT  ti 


2.  Bhand  Pathcr 

In  15th  century  A.D.,  during  the  reign  of  Sultan  Zain-ul-Abidin,  the  theatre  and  performing  artists  were 
patronised  and  the  performance  was  staged  in  Royal  Courts.  It  is  believed  that  the  rulers  of  Kashmir 
Ali  Shah  and  Hasan  Shah  also  invited  Carnatic  musicians.  With  the  passage  of  time,  performances 
could  not  be  staged  in  Royal  Courts,  still  folk  arts  flourished.  Bhands  travelled  extensively  in  the 
countryside  also,  entertaining  and  educating  the  masses  and  the  classes  alike,  thus  retaining  the 
essence  and  the  skills. 

Bhands  belong  to  the  community  of  farmers.  During  the  harvest  season  in  May  and  June,  they  are 
rewarded  with  paddy,  clothes  and  money  for  entertaining  people.  Gods  and  goddesses  are  reverred 
by  Bhands  through  their  performances.  Such  performances  are  termed  as  '  Bhand- J ashri .  Apart  from 
worship  of  gods  and  goddesses,  'the  Jashri  is  full  of  satire,  wit  and  parody.  Whenever  the  Bhands 
perform,  they  imitate  one  and  all  like  barber,  safaiwallah ,  priest,  peasant,  king,  cook,  boatman  etc. 
Imitating  others  is  the  significant  feature  of  Bhand  Pather.  Imitating  and  ridiculing  the  kings  and  elite 
alike  is  a  speciality  of  this  art  form. 


fiiVjiRich  km  mm  yiksmm  mt® 
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3.  wz  tf^r 

Pfe  xfj^  -£  qg#r  P  ^  fpqffer  gp  %fecT  ■q^T^TT  qq  qqtq  qff  gfar  pi  ^?q  qq  jqrqra  PP  wft  qgT3Tl  sfp  grq-qTq 
p  <+i6m!  sttP  =icoi^  qnPt  i?  i  Pfe  qiqq  P  ^<?yl  ■gin  ifl  R-yqi  qq  Ptt  y^n  P+vmi  ^ im  P 1 fTf  ciW  =heii  P  *^eiq :  qqiei  q><H 
q  qqp  qip  gt  4,e1l=hK,  feraf  qq  %T  fqqff  qTp  P  '5^,  P  TJHp  (tJIrHIs?  P  fHeM-'^elTTT  ^fPt  qRT)  qigqf,  P  Pel  qqP 
qtp  3TR  trqr  q'HSI  clinch  PlP  P I  -llddi  P  fqfpg  Hid,  gPP  Pi  P  Pq  P  3F?3  ^  331-Ffi  ^bdl  yt-qd  q>P  P I  ciq'JjqT  Pk 
3TR-TF3TT  qt)4Ul  Pt  PP  tl  fpqq'OTl,  gyR  °PllrRq>  MlPifpR  tTTS7T  t  P  fP  Pqq  P  qiqq  fpTT  qq  fpqq<  q^P  qiP  [pqqfWi 
Pt  qtgrP  tc  OT^Tfer  ti  fPrP  P  fPPt  srq  ftiqqfl  gm  suffer  qra  Pt  arw  fpqqq  qqp  ti  wfe  w  PP  P, 
Ri=hK'ii  pi  =bci<ri  pm  mqq 1  IP-hP  ^mPi’  qq  P?t  y^a  qqp  P  (Vir  yPiP  qq  yPn  fPqr  qraT  ti  y<yjd  fqq  ( PIP ,  gig) 
P  P  =h ei i  =+> i < T  qp  fpqq  Pk  qrq  P  ^isfl-d  emiR  tpr  P<ai  m  qqqq  ti 


3.  Bhand  Pather 

The  performances  in  Bhand  Pather  do  not  follow  a  written  script.  The  story  progresses  with  the  usage  of 
dance,  hand  gestures  and  facial  expressions  interspersed  with  comical  and  satirical  vocal  passages.  The 
repertoire  consists  of  two  actors,  two  male  artists  playing  female  characters  two  surnai  (an  aerophone  -  very 
similar  to  Shehnai)  players,  two  drummers  and  one  nagara  (a  type  of  kettle  drum)  player.  The  different  actors 
of  the  play  make  their  entry  while  sitting  in  the  audience.  The  costumes  and  make-up  conforms  to  Kashmiri 
traditions. 

One  of  the  traditional  Pathers  is  Shikaargaa  which  is  a  satire  based  on  the  story  of  hunters  who  go  to  a 
forest  for  hunting  deer.  They  claim  to  have  killed  a  tiger  which  was  killed  by  a  genuine  hunter.  Shikaargaa 
is  the  only  Pather  in  which  masks  are  used  to  portray  animal  characters.  In  the  picture,  two  actors  with  the 
masks  of  deer  and  tiger  can  be  seen. 
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4.  4414 

441,  t?AllU|l  3TR  1414  4ft  IRlfefT  <h!  =h H I < <4  =b <H I  tl  44T  14T  fa Ml 4 *3,  1TT4  4#  3th  tw  4Tl  d4HI4>1  14>l$4l' 
44  44M  t,  4?  4rK  1^4  4ft  4444444  4T4ft  ifejft  4  f44r4t-4J44t  tl  WT  4P4  44  3f*P  t  -  34PJ1T  sfk  4F4T 
4f  3TT4TC  IT  3THT  41  14  cKS  4441  eHl  3T4efl  41  44  44T  it  4  4<rl  3fk  44icTt  41  4t  d=hell  4  Mild  411 
4tf4444T44  ^  %4  Iflfli  it  44  444T  44  1414  it 444  41  441  4f  444441  ITcft  ^  TltlTT  41  Tift#'  t'  ^4-f41 
44  3T44f  444  llfttl  44t  f  44T  Hflt  it  Icf  41  WfltlT  14J4  lit  f'l  144  31441  Tjfiftf  4l  44T4  f444t  T4ff 
414  44  f44  44T  44  44Tf44T  41  4^1^14  4?*lt'  Up  ift  ^TTcft  tl 

4?  414444  4144  4foft  iftlFU  4  3rf44T  4lt4lf44  t  3Ttl  1^111  4T4T  4141 1  f4!  4lt  4444  f4444  134 1  f4  4134  ifet 
t  it  itjlft  4ft  nfflT  Hit  sftl  4141  ^  4T^  It  4>l4shH  4ft  41441  tlcft  tl  44  14T4t  it  4Tt  t,  it  4lt4  ^ 

144  1414  lt41  tl  4T14lt  4T4Tt,  UltlfWT  sfp  Tlf^ftt  <£  1411'  ^  414  4T44T  41  4144ff  4ft  34414  tJ4lt  tl 
4lTd4>kT  4ft  441^541  444ff  4  4lt  444  34  lit  1 1  14f4  4  Hit  41  4T44  it  344R  41  4141  ^414t  4T4t  t,  41  4141 
41441  ^  41  f  1444  14j4l4T11  itlT  tl  W1  4ft  f41444j  3lf44141  IRltllT  41  itfallR-ll)  ^  tl 


4.  Swang 

Swang,  is  a  folk-theatre  form  of  Haryana  and  Punjab.  It  is  similar  to  Nautanki,  traditional  theatre  form 
of  Uttar  Pradesh.  As  far  as  thematic  content,  dramatic  structure  and  theatre  techniques  are  concerned 
the  literal  meaning  of  Swang  is  to  camouflage  oneself  with  costumes  and  make-up  in  order  to 
impersonate  the  designated  characters.  Bahurupias  also  practised  Swang  to  earn  their  livelihood.  On 
the  occasion  of  Holi  festival,  Swang  artists  move  around  in  small  groups  displaying  their  art  and 
during  Dusshera  festival,  they  are  part  of  various  tableaux.  Usually  social  or  mythological  stories  are 
presented  through  sculpture  like  images  in  these  processions. 

This  traditional  theatre  form  is  more  popular  in  Haryana  and  it  is  also  believed  that  art  form  flourished 
more  in  this  region.  As  soon  as  the  audience  gathers,  the  Swang  performance  begins  with  musical 
presentations.  The  solo  or  group  singing  is  accompanied  by  nagara,  dholak,  shehnai,  sarangi, 
harmonium  and  cymbal  players  dressed  in  traditional  costumes.  As  in  Nautanki,  in  Swang  also,  the 
nagara  and  drums  are  played  to  herald  the  beginning  of  the  performance.  The  range  of  Swang 
performance  is  front  the  ballad  singing  to  the  dramatics  based  on  theme  of  historical  events. 
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5.  WT 

M1!  3  Hklluich  ^  gf  nferqra  SfoSRT  TTtTT  ^  W  ^3TTcTT  tl  WT:  SUfife  TWIT  ^ 

wtra  wt  grt  wgf?r  g#'  grt  ii  gwr  ?leff  3  %ggr  ^  ^tt  ^t?tt  ti  ■gtsW:  i\  w  # 

wt  gf  M*ft  ^rf  3  gfefn  fowl  f  i  -ttctm-wtr  gf  graT  if  wt  w  ti  ^  fwtw  wd  1 1%  #r 

gtww  TT  vrqim  #T  15!  Rgi  ^icil  I  ftctK  "g7^  W  ^  ciiel  ■gt^  ■§',  Pn<+)1  ytgfci  gg  Mr-H  <]-n|cb  w 
^iicti  i?l 


5.  Swang 

The  Swang  theatre  is  a  radical  departure  from  the  devotional  aspects  prevalent  in  traditional  theatre 
forms  of  India.  The  Swang  is  generally  not  performed  near  the  houses  of  worship.  A  special  emphasis 
is  laid  on  traditional  costumes.  Mainly  two  actors  enact  various  scenes  in  Swang.  The  dialogue 
continues  with  the  question-answer  sessions  between  these  two  actors.  Some  scholars  are  of  the  view 
that  much  stress  is  not  laid  on  theme  in  the  Swang.  The  dialogues  are  captivating  and  presented  in 
a  lucid  manner. 
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6.  WT 

TIFT  ‘girt  SfR  FWp  ^  ipt  Wim  t,  IT  %  3Tf*FRR  facHeldUlT  mm  IT!  mpf  iff  Weft  tl  fH  ff  fepff 
H  it  RTF:  tjff  it  RtHT^  3TT1  t,  *ft  fe  MK'mR'T  eftW  WW3ff  ll  STfllFf  311  ^TTT  it  tl  WT  1 

13  f.Riiuwl  fit  fwwg  wnRn  HMdiatf  K  SR  IT  3lRlRdd  ijjHRlcb  it  iteft  1  I  HTl,  H£T,  TTH,  TftcT 
ScdlRt  Heft  ^  Ipt  ^  W  3TR  TFFT  lf^  T?  I 


6.  Swang 

Swang  is  a  humorous  and  comical  theatre  form  which  is  mostly  presented  by  the  bride's  side  during 
marriages.  As  a  general  convention,  the  female  roles  are  also  enacted  by  male  artists,  as  is  the  practice 
prevalent  in  other  performing  folk  art  forms.  The  artists  wear  the  traditional  costumes  of  Haryana  and 
the  themes  of  Swang  are  related  to  historical  episodes  in  addition  to  ridiculing  social  orthodoxy. 
Expressions,  gestures,  dialogues,  songs  used  in  Swang  are  simple  and  clear  as  they  convey  the 
essence  of  rural  life. 
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7.  4te4t 

444,  tor  tort  to  tot  Rpr  wife:  rto  44  ii  444  to  TOft  tot  ‘444  4  tot  4  tort  ^rmr  ti  ‘444  4t  3t4r  44rf  4t  f, 
144  W,  WI  TT^TT  444  J#lir*Hci  f'l  RliRTOf  TOR  TO  TOT  t  f4  444  ‘RTto4’  TOR  TO  3TRTTTO  tl  4°  TOTT4  TOR  ft44  TTFTR  1 14  TOT 
4  RRTOTO  4  ‘  ■HcR'V  TOT  4  fro  TOR  4  TO  dc4<sl  t,  TO  444  4r  4  TORT  TOI  TOfcRTRT  tor  to  tort  t  f4 44  to  r  toto  to#t 
TO  TJcTO  ‘4  TOTO'  TOT  #TT,  wt  4  To  444  cheell^l  Rp5  ft  SI  4  TO  TO  4  TOTOTT  t  1%  444  ftTO  TOR  4rR-TRR  TO  "3714  t  3TR  TO 

TOTTORT  4  TORT  4  ■JTRTT  tl 

444  TOt  TO^ft  4  3TftTOR  ^TRTO  TO!  RRTTOTT  TO#  t  4k  fR  TOF  TORT,  TOR,  TORT  4  ft=bftlc1  44  444  3r4  TOTOTOg  4  ^llR+dl  4l 
rto  to4  ti  r4tr  4,  444  4  y^fa4  4  tortotor  tort4'  to  4  toPth  front  r4  tott  ti 

444  3TfRTOTOT:  4444  44  tl  TO4  TOTORTt,  TORT,  to4  To  4  3RR  4®T  TOT  tl  cdWldl  4  4t,  kWldl,  RlTOft,  TOR,  444  rHhITO 
4  toto4r  to4,  tt4tot4  ttto  4rt4  rot  3t4j4  tott4  4  4  torr  tot;  ti  r4  torr,  tort  ^rrh,  rtrrto,  Rrogroff,  sferf  to  tot^ 

3TTft  TOHRTO  TO  3TTTOf4  445  4444 1  ftR  TO  TOT  TORT  TO  IT  TOR  tl  TOTT4  TORT  4k  3t44  TgRlt  4t  TORT  TO  RTOR  4  TO4-TO4 

ft <21  TOTcTT  tl 


7.  Nautanki 

Nautanki  is  one  of  the  most  popular  traditional  theatre  forms  of  North  India.  As  the  term  Nautanki  itself  suggests,  the  basis  of 
this  form  of  entertainment  is  Naatak  (play).  It  is  believed,  that  the  original  form  of  Nautanki  was  also  known  as  Sciangeet ,  a  theatre 
form  with  many  facets  including  Bhagat ,  Swang ,  and  Nautanki.  The  renowned  Hindi  litterateur,  Jayashankar  Prasad  believed  that 
the  term  Nautanki  itself  was  just  a  local,  dialectical  variation  of  the  classical  term  Naataki.  Dr.  Hazari  Prasad  Dwivedi  an  erudite 
scholar  and  writer  maintained  that  India's  first  aesthete,  Bharata,  the  codifier  of  Natya  Shastra  has  given  details  about  the  theatre 
form  Sattak,  which  was  similar  to  Nautanki.  The  famous  author  of  Hindi  Amritlal  Nagar,  on  the  other  hand  opined,  that  in  the  times 
gone  by,  at  some  stage  there  could  have  been  an  entry  fee  of  nau  takas,  or  nine  coins  for  the  Nautanki,  and  hence  the  name. 
Few  other  scholars,  suggest  that  Nautanki,  with  the  same  name  is  merely  sixty-five  to  seventy  years  old. 

Nautanki,  as  a  form  developed  from  other  traditional  theatre  forms  like  Bhagat ,  Swang ,  Nakal ,  with  romanticism  as  its  driving  force, 
has  its  mainstay  in  most  of  its  presentations.  Contemporary  situations  are  also  being  included  in  its  repertoire  now  a-days. 

Nautanki  presentations  are  musical  influenced  by  Quawwali,  Ghazal  and  Thumri.  Doha,  Chaubola,  Laavani,  Maand  forms  of  folk 
music  have  been  embedded  to  impart  a  new  dimension  to  the  scenes  of  suffering,  sympathy,  agony  in  Nautanki  presentations. 
Jaan-e-Aalam,  Bhakt  Puranmal,  Lata  Rukh,  Prem  Kumari,  Ankhon  ka  jaadu  etc.  are  some  of  popular  Nautanki  presentations 
enriched  with  romanticism  and  Braj  dialect.  Some  traces  of  Punjabi,  and  the  language  used  by  Amir  Khusuro  can  also  be  seen. 


■uiftjiftcfr  41  d  rr  yfftisrro  4r 
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8.  nfafa 

fafa  fa  elteH*  fa  FTSTOT  faft  Tm^T  t’l  fafa  ERTT  ^  few  q  faq?  fafa  far  =bHlfa  3 
Rfwfa  faun  fan  ti  fafa  wt  fafa  3  fa  qfafa  ?rf  i  far  qrpfa  faft  ^  fa  ^tt  fan,  w 
^  qa  faK  faq  fan,  vi-^iKui  fa  ?j^?n  nr  fan  fa  ^FT-fafafa  fa  nn  Tnfam  ffan  fa  dfeiHA  faft 
n  fa'Jjn  c[  qrgffa  ttr-tfri  qt  ^  fani  ftstot  fafa  fa  auR  fafan  ^fafafa  ti  fan  Rrnfa  fa  3r  fa 
y*gn  ffan  'did i i?,  fa  fafaifa  n«n  T^fa  y^is  nn  fq?nn  faft  fa’i  fa,  fafafa,  «uHd,  ^FT-g-d^fa  fat  fafa 
nn  fam  fqfa  fafan  ti  faq  fa  fa  fa-far  fa  faran  fa  ^  ^cnfaf  gnr  fa  fa  fat  fa,  qqg  qre;  fa  fat 
=hcrii=bK  fa  qfar  nra  fa  qm  fa  fat'i  3hm+h,  Ffaun  trt  fa  ffa  fan^  fa  fafa  qq  ffam  fa  qn  qqr 

'll  ■yedldl  4ig>,  fa  srffaH'-g,  TRT  FffaF^,  qifat,  •dnqci  nn  ®4I6,  ^tf  fa  ffaqn  3fa  FR  fafafar  qfa  fa  fans 

qfafa  ti 

gfa  fafaffar  -  fafaq,  ffaiF  far,  fan  q^g,  fart  t^ftf,  qqr,  fa  -3^ qrfaf  qt  qmrffar  fafa  fa 
yt-go  fa  fa  ill 


8.  Nautanki 

Nautanki  presentation  of  Kanpur,  Lucknow  and  Hathras  are  famous  because  of  their  distinctive  styles. 
Many  famous  folk  artists  have  contributed  significantly  for  the  professional  development  of  this  art  form. 
Parsi  theatre  also  influenced  this  traditional  theatre  form.  The  Kanpur  style  introduced  the  usage  of 
curtains,  sub-themes  and  dialogue  delivery  with  emphasis  on  accent  and  pronounciation,  enriched  with 
the  use  of  the  meteric  form  of  Behar-e-tabeel.  The  stylized  presentations  in  Lucknow,  on  the  other  hand, 
stressed  on  costumes  and  modern  make-up  techniques.  The  unique  features  of  Hathras  style  of  Nautanki 
is  the  emphasis  on  songs  and  gestures.  In  this  tradition,  the  language  being  used  is  still  a  mixture  of 
local  dialect  and  Urdu.  Its  uniqueness  lies  in  the  use  of  Doha,  Chaubola,  Chhappai  and  Behar-e-tabeel. 
In  the  beginning,  the  men  used  to  enact  female  roles  but  later  on,  women  too,  proved  their  talents  on 
the  stage.  The  region  of  Rohtak  in  the  state  of  Haryana  has  emerged  as  a  leading  centre  of  Nautanki. 
Sultana  Daku,  Veer  Abhimanyu,  Raja  Harishchandra,  Bharthari,  Udal  ka  byaah.  Vaah  ri  kismat  are 
some  of  the  famous  Nautankis  presented  in  this  region. 

Apart  from  these,  the  Nautankis  based  on  Urdu  literary  works,  like  Mordhwaj,  Siyaah  posh.  Laila  Majnu, 
Shirin  Farhad,  Inder  Sabha,  etc.  also  form  the  repertory  of  this  theatre  form. 
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9.  -iWVi 

R^Rt  RT  TRRR  RR  RRTR  STfeT  R7RT  RRTRT  RTRT  tl  TRRR  RgRl  ^  tl  tt#  Rtt  3tft  3RRRRRTRTRRR  Rt  RTRTT  Rtf  t'l  fRR  fRTRt  Rtt  3TFgf?T  tftft 
t,  RRT  ^  3T^eT  tt#  RR  RRf  ^tcTT  fl  RRt  R?4  RR  RT  RlPR-t  3RRR  t'l  RRlt  RTt  *RfR  R  fR#f  3R]TJR  tfRl  tl  t^t-t^cTT3ff  R?i  TgfcT  4 
<=bl4shH  3TRR  ttcTT  tl  Tgft  RTR:  RRtR  R  tttt  tl  RfR  tN^  RRT  RttT  tf  RT?f  RJR  ttcft  tl  RJRRR  Rtt  fRRfa  'jfel  ‘w’  £TCT  3lMiT  RTt  RTRt  tl 
>=RRKR  RRR  Ri  RTR-RTR  RTF  ST^RT  -IldRilR  RRRT3TT  RTt  R^cTT  tt  tl  RMffe  RR  3Tfc  RR  ttff  tf  RRTR  tffi  t,  fRR  tt  tfet  RTl  RFRTR  RRRRRT 

3Tk  ■H  M  n  Irl  =h  cl  I  t  tl  RRRTR  RTF  RRRTRTK  #rjf  <£  RR  i#  4t  tl  RpR-RpR  f  ^?R  ttt  Tgt  t  HHKRH  RR  '’JS  RRJT  ttRT  tl 

RTRT,  R  hi  cl  I,  tfe,  RRT-R-RRtcT  Rt  ft  -  fRR  R^tR,  RRTR  3Tfc  3tTR5RRRT  RT  %TT  RRW  Rtt  RTcft  tl  rIr-RTRT  Rt  RRlPkl  RT  RRT  Rtt  fR  RRRt, 
SKHlPl'MH  3|r  RRT t  Rt  RTRf  RT  RRT-Rl  RR  RRT^  RTct  t  -  tcfSlt  RR  RRRtt  ■HHlIkl  ttcft  t  3TR  3TRf  RR  RTRR  RRTRT  tl  RRTRT  sfk  tRRTRt  tt  RTRRit 
plpsR  RTR  RR?  RT  RR?R  t,  Pr-IrTI  SRfR  4  Rtett  RTf  RRRTR  RRcfl  tl  RRRt  RFTtfRRT  2RTRT  fRRl  RFft  t  fRT  UTRf  RT  tl-tR  t  RRRR  fRfRR  ^qf 
R  RTfRp  RTRR  Irrt  RT  RRtt  tl  ile'41  RRP  fRR  RTRRT  fRRt  RRTRR  t  1%  RR^  fRRTtt  RR  tl  tRRT  RR  RT  RRTR  RRsff  RTl  4r?R  PhRiIrI  R[ 
t,  RRRR  t  RRRR  RRRT  tlct  RftR  R?t  RT  <HR>cil  tl  R^f«=hl  Rt  Rl  3RRTRTfRRT  R^P'  RTRRTI  RRT  cTtRTRTRRf  ^  RTRR  ttRRTp  R  tP  RR-R3RT  RRTt 
R  fRR  tlRp  t,  PRRf  RTRTfRRT  RR  RRRRcRpR  RTRTRRR  t  RTRTfRRT  RR-RRRT  3TRRTf  RTRp  t  3TpT  RfpR  RTp  3RRRRRTRTRRK  RRgP,  RRp,  RRR,  pRRpR, 
RIRP,  fRR  RRP  fTRRTRT  "?Pt  tl  RtRRTp  ^  fRRRR  R  RR^  TRRTRTRp  RfP  RFcRft  flRRR  itP  tl 


9.  Nautanki 

Nautanki  is  staged  on  an  open,  raised  platform.  At  times,  the  stage  has  backdrops  as  per  the  requirement.  The  backdrop  depicted  is 
connected  with  the  scene  and  accordingly  the  backdrop  is  often  changed.  The  accompanying  musicians  occupy  the  stage  first.  The 
nagcicira  player  creates  the  ambience  of  the  beginning  of  the  presentation  by  playing  the  instrument.  The  performance  begins  with  an 
invocation  in  chorus  and  the  blessings  of  the  divine  beings  are  sought.  The  dialogues  composed  in  Doha,  Chaubola  and  Sher  herald  the 
actual  commencement  of  the  presentation.  The  most  important  role  of  narrator  is  played  by  the  Ranga,  who  begins  the  story  to  be 
presented.  The  Ranga  connects  the  various  episodes  of  the  play.  Although  the  dialogue  is  in  prose  as  well  as  in  verse,  Nautanki  is  treasured 
because  of  the  rhymed  dialogues  and  their  musical  compositions.  The  actors  swinging  to  the  rhythm  of  the  percussionists,  dance  se¬ 
quences  and  the  music  hold  the  audience  spellbound. 

It  is  for  the  scenic  description,  dialogue  and  details  of  the  totality,  that  the  Doha,  Chaubola,  Daur,  Behar-e-tabeel  meteric  compositions  are 
used.  When  a  song  sequence  is  over,  the  basic  tune  is  played  on  the  Saarangi  and  the  harmonium,  to  which  rhythmic  pattern  is  provided 
on  the  nagaara.  The  tihai  or  the  third  repetition,  makes  the  end  of  the  sequence  clear  and  the  second  music  composition  takes  off  from  this 
point.  The  most  important  instruments  of  Nautanki  are  the  nagaara  and  tikaari.  They  have  such  a  profound  musical  effect  that  nothin^ 
seems  impossible  to  the  onlooker.  Navrasa  in  different  hues  and  colours  are  presented  with  different  permutations  and  combinations  of 
musical  compositions.  The  descriptive  details  seems  to  be  so  realistic  as  if  virtual  war  engaging  millions  of  soldiers  is  being  fought  without 
showing  even  a  single  soldier  on  to  the  stage.  For  that  matter  even  most  horrible  incidents  can  be  staged  accordingly  as  if" happening 
actually.  Like  in  other  forms  of  folk  theatre,  costume  and  make-up  techniques  are  highly  stylised  in  Nautanki  also.  With  time,  however,  some 
changes  have  taken  place  as  far  as  costumes  and  make-up  techniques  are  concerned.  These  are  nearer  to  life,  to  reality,  to  surroundings. 
Depending  on  the  characters  and  times  dealt  with,  headdresses  are  turbans,  crowns,  head  gears  with  ornaments,  beards,  moustaches,  wigs 
and  so  on.  Many  composers  have  contributed  significantly  in  the  holistic  development  of  Nautanki. 
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10.  TRTeftcTT 

fRRTR  ctk  RI  Rt  RRR  7^  RftRTT3tf  Rt  3TTmftcT,  tlRdldl  RxR  RRR  RF^  RR?  TFTtcm  RRRPWK  dlRHUR  tl  ^  W^ft  VldKl 
R  R?Rf  Ref  #  RTTR  3  ITWR  R?t  MBHIR  felRR  *fli  RTRfJ  Wjft  R  eftRFRRf  RRR?  R?t  p3R  fRRlRRTsif  R7T  <lr<rU2l  fRRIT  |,  TTR 
RR  Tt  ^cKI  T?l  RR  Rf  Rc^HM  TRPTR  RT,  RTF!  PlcR  TTR  RTR  Rlk  •M J H d  Rft  RRTRRT  'f,  RFT  fR?R  TR7  Ri  RTC  F^  RTcft  ?fl  fTOTT  RTt 
RRefteTT#'  4  R?R  dfk  RTRR  Rl  RTR-RIR  RTpRRR  *ft  RFRRR^f  ^  ^B?n  tl  RcidM  RRRR  3  RfRHRdcR  ^  fRRRR  RR  ?pR  6fl  WR 
W  RR  fRRT  ^TTcTT  tl  tltHdldlRTf  RR  #1%  RTRPRT,  ^#IW,  Wfft,  RTR  sfk  RTR  R^RTTSlf  ^  |T3RI  RR  RR  RI  RR  ^  RR, 
h4c1,  RRt,  RTR,  RTR,  RTIRvRIrR  RR  41dd  RTTR  3tfRRtR  FfaT  tr 

RR?  RR  Rfr  3PJRTC  RTR  R?t  RRTfR  3TRRTRR:  'ITT’  R  Rpft  R^ilRTFTRRTFfRTTTRRcF  cpRIRRI  ^JcR  t,  fRRR  ‘  »fiR  TR’  RgRF  tl 
RTRTF  R  RR  RR  ^ft  RRR  t,  RRR  ^fTR  TR-fRRf%  R  R^RR  RRRT  RR  Rt  "SR#®  t,  R?t  RJRTr,  R^I  RRRft  RR,  ^dl=H! 

R^RR,  RTfRI  fRRg  <IR<rile1l  ^  RRT  <f>«J|  Rtf  TRRR  R^qdl  ^  yRjfd  R^l  Ttrt  THIcdlpRR  TiR  3TT^lPrHR>  RR  RR  ^  ^iiol  1?l  RR  RRT 
RpRT  RT  RT  RR  R?fRR  R?t  RTtRfRRfT  RR  ^RT  't'l  RRRTTRRR,  3TTRTp  ^JcR,  ^Tr>1  cTRT  clIellRTf  "gRI  ''jft  yR^Pd  RR?  RRflfR?  RTRRI  RRTcft  1?  I 


10.  Raasleela 

Based  exclusively  on  Krishna  legend,  Raasleela  is  highly  musical  traditional  theatre  form  of  Uttar  Pradesh.  The  tradition 
of  Raasleela  is  older  than  the  beginning  of  the  Christian  era.  Raas  comprises  all  the  characteristics  of  a  folk  art  play 
mentioned  by  India’s  most  ancient  aesthete  and  codifier  of  arts.  Sage  Bharata.  In  Braj,  this  theatre  form  has  developed 
from  a  narrative  form,  with  song  and  dance  as  base,  to  a  form  which  includes  acting,  alongwith  music  and  dance.  It  is 
believed  that  this  dimension  to  traditional  Raasleela  was  brought  in  by  Shri  Narayan  Bhatt.  Down  the  ages,  Raasleela 
began  with  the  thematic  episodes  like  Gocharan ,  Kaliyadaman ,  Saanjhi ,  Daan  and  Maan,  etc.  During  the  Raasleela,  the 
lively  details  of  the  forests,  mountains,  rivers,  cowherds,  cattle,  life  in  pastoral  surroundings  are  enacted. 

It  is  believed  that  Raas  originated  and  developed  from  ras  -  an  emotion  or  aesthetic  experience.  Originally,  Raas  was 
dance  movements  in  circles,  with  emphasis  on  love,  Shringaar  ras.  In  the  Puranas,  there  is  a  description  of  the  Raas, 
which  includes  the  depiction  of  scenes  which  are  vivid.  These  selfless  devotional  love  scenes  lay  emphasis  on  the 
fragrance  of  flowers,  moonlit  nights,  pleasant  weather  conditions  and  so  on.  But,  Raasleela  itself  has  been  inspired  by 
the  divine  love  of  Radha  and  Krishna,  and  sentiments  associated  with  love  and  separation.  At  its  climax,  Raasleela 
presentations  uplift  the  audience  to  such  an  extent  that  they  get  totally  immersed  in  the  devotional  love  of  Radha  and 
Krishna. 

Invocation,  adoration,  dance,  and  the  lively  depiction  of  Krishna's  pranks  evoke  in  the  audience  a  feeling  of  natural 
reverence. 
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11.  <Wdldl 

ITCT  3  mtfRT  STffrRR  RTf  IrrIr  RRR  fRRI  RTRT  fl  R1R  ^  3R?m  RR-HRMH,  RR-RRTRR,  ^fRPRT  STTfR  R7T  fRRtR  RRrR  fl  fRRlR  RTRf  RR 
^RRR  RRR  R7  %R  TTR  t}  fRRR  F?R  RR  TJ?°[  TJRsff  RR  WT  RTf!  tl  4  'gRR  l^R)  ^r  affr  fRRcR’  4  TRRfcfrT  4trft  t'l  Tpr-g^RTf  R  TPTR 
STfRRT  RRrR  qHRH  RR  tl  *pR  3rk  W  Rfl  fRoR  gRR7H  ^  3TT^r4 U|  RR  RfR  44ft  tl  ^flRCR  ^  3T}R7  RTR  RRRf  R  RRR  RTSRiT  R*TT  RRRtRRTR 
■gRI  'STRR  H+> y,  Rfl4  't’l  TTR  4  <fit>IJl  R^t  ‘fRRRt’  '^57  y RhoS.  t\  Rl  RR  RR  Ri  RR  RR  RR  RR  r4  ijfR  RT  Rft  IR  RR  Ri  3TFf  fil<«l  TRJRR,  Rgt 
RR  7RR7  ddi=b<  RRTRt  Rldl  1 1  RR  "gSI  4  RTRR  Ri  RTR  RTRR  RR  *11  -si  =11 41  sfk  RjRTT  fRRT  ^iidl  t  RRT  RR  sfft  RR  <{H|  tt  RRf  R7t  Pd<yi  RRRt, 
<r4I  3TR  R7RT  ddIRil  Ruy  RRR7  RRR  y<dl  SfRTl  RR  RsIRTR  cERt  RRH  RTF  3tfRRR  fR>RT  RTTRT  tl 


11.  Raasleela 

In  this  dance  form  body  movements  and  facial  expressions  play  a  very  important  role  in  expressing  the  emotions.  There  are  certain 
postures  and  gestures  which  symbolize  special,  unique  feelings  and  emotions.  These  gestures  and  postures  are  related  to  Chalan, 
Hal  cm  and  Chitvan.  In  the  facial  expressions  associated  with  this  dance  form,  the  smile  is  the  most  significant.  The  texts  dealing 
with  the  legends  of  Radha  and  Krishna  mention  the  smile  again  and  again.  The  emotion  of  love  is  depicted  in  this  dance  form 
through  the  eyes.  They  seem  to  merge  into  one  at  times,  and  at  times,  they  merely  give  an  indication  of  love.  The  smile  of  the 
divine  lovers  are  like  treasures  suddenly  discovered.  In  Raas,  it  is  Krishna's  Tribhangi,  or  division  of  the  body  into  three  parts, 
or  sections,  which  is  important.  It  is  the  perfected  art  of  placing  the  left  foot,  balanced  on  the  toes,  in  front  of  the  right  foot, 
placed  firmly  on  the  ground.  The  left  heel  is  raised  gradually.  The  waist  and  the  neck  are  tilted  towards  the  left.  The  hands  are 
raised  to  an  angle,  giving  the  impression  of  Radha  and  Krishna  playing  the  flute. 
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12.  imdldl 

^  «R  R  R?KFRRRt-g|Rfg  gggtregt  ?r«Tf  -qt  ftr  TRWJ^TI  gggn^g  sjfg  R  eFm  R  ~^Z  R  Rgg  gR  R  gRg 

RR  RR  i' ,  R  TP  ^  wtot  R  ggR  gR  ti  fm  ^gg  gg  gg  RRt  ti  R  gRg  gft  gR  R  RR  ti  gg-gggr  R  Rrg;  gg>R  gr  gRfRg  fgggR 
Tggn  Rgg  R^t  R,  fggR  ytsiH^d  ggrafe  IRsrtt  Ri  fg*g  R  grR  gi  RRt,  gRg  g«g  ggr  g  j i'I Pm -mT  R  ggrgr  gt  rrR  fgRR  rpttR  gRt  ti 
giM'rl  cRTT  Rigid  jj’ji  gq  R  ygi‘i  Rldl  Rl 

ggRRn  gR  -HHiJcii  gt;  err  RR  Tt  gra  RRt  R  fR  RgR  Rk  ^g  ^gR  c^ih  g?g  ti  RRnRf  R  gfgqg  gggi  Ri  fq?g  gg  R  gRf  gRg  qRY  RRt 
fRp  ggn  g  gfgqg-gRR  srg  gR  R  grR  gR  cznwn  gR  gRt  Ri  ggRfcn  R  ggfg  R  fRtr  TPjqg  gg®  gra  t  -  gKRlRgH,  Rk,  ggtg,  ggHT, 
ggngg,  grgjg,  g>widi  gg  R  gmk  gg  R  gM+d  gggtg  ggR  gR  gRgr  giRf  gg  gRg  Rrtt  rt  tr  ti  gmRq  grggr  R  ggig  R  gggq 
gR-ggn,  rtr  R  RRt'  gg  Rggs  wsgrgq  gggi  t,  gt  qgfRgrg  gig  tfgg  gR  eRR  gr  gR  ti 

ggRRn  R  gR  g  gRt'  gg  gRgrR  anggRi  Rstt  ggi  ti  pgr  Rt  R  gR  eRR^  grggTkf  git  ggR  R  %tt  g«g  qRgrgT  R  RRg  R  gRg  Rgg 
ggT,  R  ^gR  kk  g*g  gg'R  cRgra,  g^gilR  gT  3gg  gRRg  gggg  gg  R  gg  R  gR  g  RR  gg  ggRg  Rgi  ti  ^  ‘ggEgR ’  Rggt  g^gT-gf^R 
R  dRg  g  gg  R  3gggfgr  gR  g  RR  g^  gR  R  Ri 

gRng  ggRRu  EgfiRT  gg  RgfRg?  ggRRR  g  ggR  igiR  gR  wr  ^ggR  g?T^gT  g  RR  gT  ggrR  fi  g^g  3^  ^uj  Rt  g^r  fgfw  %T^gj  RR 
t  g«TT  Rg  gfegf  grt  ^ggri  giggrt  grr  R  RgffR  Rg^  R  3tht  g^?n  ti 


12.  Raasleela 

In  Braj,  there  are  two  schools  of  Raasleela,  the  open  Raasmcindal  and  the  palaa  RaasmandaL  In  the  first  kind,  there  is  a  stage  approximately 
four  feet  above  the  ground,  whitewashed.  The  area  of  the  stage  is  bigger,  about  ten  yards.  It  seems,  that  the  performance  is  nature-oriented. 
Traditional  colouring  agents  are  used  for  the  face,  which  seems  to  glow  red.  Krishna’s  forehead  is  decorated  with  roll,  sandal  paste,  to  sjive  him 
a  distinct  personality,  other  than  the  Gopas ,  the  cowherds,  his  friends.  Radha  and  the  Gopis,  the  women  of  Braj,  who  are  her  friends  and 
Krishna’s  devotees,  have  bindis  on  their  foreheads,  a  practice  continued  down  the  ages.  Krishna  also  wears  a  triangular  crown  and  collyrium 
in  his  eyes. 

The  music  and  dance  of  Raasleela,  has  been  the  mainstay  of  this  theatre  form  down  the  ages.  There  is  no  dialogue  as  such.  But,  song  and 
gesture  give  the  impression  of  a  dialogue.  The  instruments  used  for  the  music  in  Raasleela  are  harmonium.yfraflnyfr,  manjeera,  tabla,  pakhawa/, 
tanpura  and  kartaal.  When  the  chief  singer  introduces  rhythmic  syllables,  bols  during  the  narration,  the  ankle  bells,  ghunghroos  are  also 
jingled,  to  produce  the  effect  of  dance.  Because  of  the  influence  of  Kathak  dance  form,  the  chief  singer  introduces  the  bols  or  sound-patterns 
of  rhythms,  used  mainly  by  percussionists  otherwise,  except  in  certain  musical  forms  like  the  Taraana. 

The  lyrics  and  rhymes  of  this  dance-drama  are  its  main  props.  The  audience  has  gone  into  raptures  down  the  ages  because  of  the  songs  of 
Raasleela  which  are  full  of  joy,  love,  separation  and  emotions.  On  the  one  hand  these  songs  have  been  sung  to  evoke  religious  feelings,  faith 
and  build  ethics  among  the  common  people  and  on  the  other  hand  they  have  been  sung  on  festive  occasions  while  observing  rituals  of  other 
appropriate  events.  Some  of  the  singers  of  Raas  have  given  preference  to  the  more  attractive  couplets  to  make  the  art  popular.  Jayadev,  Surdas, 
Nandadas,  Paramanandadas,  Lalita  Kishori,  etc.  are  some  of  the  eminent  poets  who  have  been  closely  associated  with  this  theatre  form. 

The  influence  of  Parsee  theatre  technique  on  current  Raasleela  can  be  seen  in  the  kind  of  costumes  worn  by  the  artists.  Radha  and  Krishna  are 
dressed  in  a  way,  that  bears  not  much  resemblance  to  the  costumes  of  the  other  cowherds  and  maidens  of  Braj.  Now-a-days,  even  the  musicians 
of  Raasleela  have  distinct  costumes. 
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y^ffRT  k  4RPK  kk  ekt'i 
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Rpk  ekl  ETRE  k  fold 4  akRE  kk  kt  EJRE  Pr-ilPdd  shH  k  ks  4ET  ^]  ‘k?l'  cl4K  Pdvm  ^lldl  tl  E^E  yk'l  mV?  PH-ii  k  flld 
fw  ET4E  kf  3lkk  RET  k  flREEn  tl 


13.  Bhavai 

Bhavai  is  a  traditional  theatre  form  of  Gujarat  and  Rajasthan.  Bhavai  is  supposed  to  have  deep  roots  in  Kutch  and  Kathiawar 
in  Gujarat.  The  term  'Bhavai'  itself  continues  to  be  the  cause  of  controversy  among  scholars.  There  are  those  who  believe  that 
the  term  refers  to  the  firm  grip  of  the  goddess  causing  and  controlling  the  dreaded  small  pox,  while  others  maintain,  that  the 
term  Bhavai  means  the  flow  of  emotions. 

Bhavai  originated  as  a  prayer  offered  to  the  Goddess  Amba,  during  the  Navratra  festival.  Later  on,  however,  the  Bhavaya  sect 
started  presenting  Bhavai  on  other  occasions  as  well,  as  a  means  of  entertainment.  The  name  mentioned  with  love  and  reverence 
for  giving  this  theatre  form  artistic  touches,  aesthetic  appeal  is  that  of  Jayashankar  Bhojak  'Sundari'.  Names  associated  with  the 
new  elements  introduced  in  this  theatre  form  are  :  Deena  Gandhi  and  Rasik  Lai  Parikh. 

There  are  also  some  new  themes  associated  with  this  form,  now.  With  "Maina  Gurjari"  and  "Jasma  Odan"  the  new  elements  were 
incorporated  into  this  form,  bringing  it  at  par  with  other  contemporary  theatre  forms. 

It  is  believed  that  the  creator  of  this  form  of  entertainment  was  Asita,  or  Asaita,  belonging  to  the  Mehsana  district  of  Gujarat. 
In  Rajasthan,  Nagaji  has  been  closely  associated  with  theatre  form  of  Bhavai.  It  is  said  that  Nagaji's  love  of  music  and  dance 
caused  him  a  lot  of  trouble. 

In  the  beginning,  this  theatre  form  was  used  to  rouse  religious  sentiments  and  devotional  attitudes  in  the  people.  With  time, 
this  theatre  form  included  in  its  framework  historical,  mythological,  social  and  romantic  themes.  Bhavai  is  a  presentation  of 
several  themes,  unconnected  with  each  other  but  put  together  in  a  planned  manner.  Each  performance  lasts  from  fifteen  minutes 
to  an  hour. 
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14.  Bhavai 

Bhavai  is  performed  as  a  celebration  during  the  nine  nights  of  festivity,  the  Navratra ,  usually  near 
a  temple.  Bhavai  is  presented  in  a  circular  arena  and  the  audience  sit  all  around.  The  pavilion  for  the 
staging  of  the  show  is  decorated  with  leaves  of  the  date  palms,  flowers  with  silver-lined  banners  at 
times.  The  walls  are  also  decorated.  The  four  pillars  of  the  pavilion  are  draped  with  curtains.  A  garbi, 
or  earthen  pot  or  maandvi  is  placed  with  reverence,  as  a  symbolic  homage  to  the  Goddess. 

The  musicians  sit  on  one  side.  All  the  actors  generally  are  males.  The  female  roles  initially  were  played 
by  male  actors.  The  actors  first  make  their  obeisance  to  the  Goddess,  Amba  Devi,  seeking  her 
blessings.  The  Bhavai  actors  are  known  as  Kanchaalia.  Comedian  is  known  as  Ranglo.  The  favourite 
comedians  of  this  theatre  form  are  :  Jhoothe  Mian,  Chatki-Matki,  Kajora  Makhdan,  Tej  Sethani,  etc. 
As  the  actors  make  their  entry  or  exit,  wind  instrument  Bhungal  made  of  copper  is  played.  The  music 
of  this  theatre  draws  heavily  from  the  rich  and  varied  folk  music  of  the  state.  The  instruments 
commonly  used  are  tabla,  dholak,  flute,  pakhawaj,  harmonium,  sarangi  and  manjeera.  Dance 
sequences  are  introduced  mainly  for  dramatic  effect.  The  delivery  of  dialogues  is  often  made  forceful 
with  group  singing,  in  which  the  entire  troupe  takes  part. 
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15.  Bhavai 

The  plays  in  the  repertoire  of  Bhavai  are  like  skits  abounding  in  elements  of  prose  and  couplets.  The 
poetic  forms  commonly  used  in  Bhavai,  are  Doha  and  Chaupai  including  songs.  Inextricable  part  of 
this  theatre  form  is  the  lead  actor's  style  of  acting,  his  way  of  singing,  and  comments  at  regular 
intervals,  during  the  performance  itself.  Bhavai  has  remained  true  to  the  folk  traditions  when  it  comes 
to  the  entry  and  introduction  of  the  characters,  the  development  of  the  theme,  dramatic  interludes  and 
song  sequences.  Some  of  the  plays  associated  with  this  theatre  form  are  Jasma  Odan,  Ramdev  and 
Jaising. 

A  pagree,  loose  pyjamas,  shirt,  etc  are  generally  used  as  costumes.  Traditional  make-up  material  such 
as  gulal,  haldi,  geru,  kumkum,  shankh  jiru,  gond,  chandan,  rice  paste  are  used.  Also  depending  on 
the  roles  being  played  the  beard,  moustaches  and  long  hair  form  a  part  of  the  wardrobe. 
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(TO)  TO  TO#  RT  RTsR  RTRRT  RTRfRR  RRTRT  t  RRT  3RRRRRT  fTOTO  TO  tl 

RRRR  RtrR  TO  RTTR-RTTR  3TR  "RTRlfTOr,  RfTOlfRRT,  RHRilell'i  R  3TTt(PiR>  fRRRt  TO  TOR  TO  «2l  RR  RTRT  RTT  R-pTR  PhRI  Rldl  tl  (JkTO  rTO-RRTR 
rtrtr  R  rttrt  rtrrt  TO  TOTO  rtTOTO  TOtrt  TO  rtrk  TOt  rtrTO  TO  rrrt  TO  ti 


16.  Jatra 

Jatra  is  one  of  the  most  popular  traditional  theatre  forms  of  Bengal  and  Odisha.lt  is  believed  to  have  come  into  existence  about 
a  thousand  years  ago.  Jatra  performance  begins  with  musical  presentations.  It  is  important  for  the  performing  artists  to  have  a 
sweet  voice.  The  play  is  enacted  along  with  group  singing  accompanied  by  mridanga  players.  The  performances  are  staged  on 
a  high  platform.  The  singers  come  to  the  stage  wearing  a  loose  dress  known  as  choga.  The  compositions  of  gaurchandrika  are 
sung  in  Jatra  quite  similar  to  recitation  of  Nandi  paath  in  drama  of  Pauranic  tradition.  Naldamyanti  Jatra  and  Vidyasundar  Jatra 
are  some  of  the  popular  Jatra  presentations.  Gods  and  Goddesses  are  revered  by  the  devotees  through  their  performances  for  which 
they  travel  extensively,  hence  the  name  'Jatra'.  Over  the  centuries,  it  was  influenced  by  the  Krishna  cult.  Gradually,  faith  and 
religious  fervour  has  been  replaced  in  this  folk  theatre  form  with  contemporary  themes  of  social  and  historical  significance. 

This  dance  form  has  also  been  referred  to  as  Jatra  gaan,  because  apart  from  dialogue  and  soliloquy,  this  form  also  includes 
'kavigaan'  the  recitation  of  poetry.  Apart  from  this,  Jatra  consists  of  Panchaali  (poetry),  Kathkata  (commentary)  Tappa  (light, 
North  Indian  music)  Keertan  (devotional  songs  to  the  accompaniment  of  Khol  and  Kartaal).  The  main  singer  sits  behind  the  choir 
(Juri),  plays  the  violin  and  gives  directions  when  required. 

India's  poet  laureate,  Ravindranath  Tagore  produced  two  plays  based  on  the  form  of  technique  of  Jatra  namely  Valmeeki  Pratibha 
and  Mayar  Khela. 
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17.  Jatra 

t 

As  a  general  convention,  Jatra  has  only  male  actors.  The  female  roles  are  also  enacted  by  male  artists. 
The  actors  specializing  in  female  roles,  used  to  add  the  term  'Rani'  as  a  prefix  to  their  names,  so  as  to 
distinguish  themselves  from  the  rest  of  the  actors. 

The  costume,  make  up  and  jewellery  associated  with  this  form,  have  the  stamp  of  the  different  cultural 
phases  and  influences.  The  costumes  do  not  necessarily  conform  to  real  life. 

Earlier,  natural  colouring  agents,  materials,  etc.,  were  used,  like  kajal,  white  lead  and  red  powder.  Now, 
modern  techniques  and  appliances  are  used.  These  include,  the  eyebrow  pencil,  lipstick  and  so  on.  The 
artists  wear  traditional  costumes.  The  preferred  colours  continue  to  be  red,  yellow,  pink  and  blue.  Down 
the  ages,  the  villains  of  Jatra  have  worn  only  leather  costumes.  The  practice  continues. 
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18.  Jatra 

Jatra  is  a  play  more  than  dance-drama  or  opera.  Naturally,  the  form  has  changed  with  the  times.  Jatra 
has  also  turned  commercial,  in  the  sense,  that  it  has  to  compete  with  other  forms  of  entertainment.  Today, 
the  Jatra  does  not  have  the  Sutradhar  or  the  narrator  to  keep  the  different  scenes  and  themes  within 
the  framework. 

It  was  in  the  beginning  of  the  twentieth  century,  that  Mathur  Shah  introduced  the  character,  Vivek  in 
Jatra.  This  character,  a  combination  of  the  clown  and  the  narrator,  moves  the  play  forward,  gives  warning 
of  the  calamities  to  come  and  makes  the  villain  aware  of  his  misdeeds.  Because  Jatra  depicts  life  in  all 
its  dimensions,  its  ups  and  downs,  and  is  based  on  contemporary  themes,  this  form  has  attracted  an 
audience  from  all  classes  engaged  in  diverse  occupations. 

Jatra  music  is  usually  based  on  the  ragas  Shyam  Kalyan,  Behag  and  Purvi.  The  music  is  scene-bound, 
so  to  say.  War  scenes,  long  dialogues,  love  and  affection,  denoument,  etc.  are  invariably  portrayed  with 
music.  The  musical  instruments  used,  are  tabla,  drum,  shehnai,  clarinet,  violin,  kartaal,  flute  and  guitar. 
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19. 

^TTEt,  q*q  TOi  *Hieic(i  TO  snq-qiq  ^  TOf  4  qqt  stc^rt  TOTOq  qiaqTO^  i?i  TnftcT  qq  TOt  qqt  qqq 
t,  qq  <N^rn  qr)  Tsqrqr  TOfl  TO  TOt  qfl  nlTOl  ^  qpj  qqndi  ttsrtt  ti  qrq  qft  srqql  wr  TO  qq-qn 
^TOt  TO  TO  ■$  q)  TO)  ti  ■rtc^t  3  qqfTO  qrq  ^  qqqf  TO+  (jr  qq)  TO  f  qf)  :TOq  ^  TO 
sTO  qrq  ^  ttTO  Tier  tTOl  f‘,  qTO  qq  q[q  gtsq  qqt  qq  srfqqq  q)  qTO  s)i  ^q  TOf?  qqTOf  TO 
"'P  qfqqf  ((TO  qt  TO  qTOTOf  q)  qm  sir  q)  (jrTO  ti 

qra  TO  TO%  ‘qV  qrsTO  ff  qTO  TO)  f  i  qrq,  afqfq  TO  TO  arqqr  fTOq)  75TO  qqq  3  TOr  fTOn  qrrar  ti 
qTq  TJT  qTO  ^  TfW  qTO  fqTO  t|TO  qqq  3  ‘qrq'  qq  TsRq  TO)  Tqrqi  qqjT  mcTT  ti  tjqTO  3qqqm 
qrq- TO  TO  TO  qpfTqqi  fqTO  TO  f  TOR  3tTO  (JT  TO  TO)  ^  qqq  TO)  qqT  qRTO  t‘|  TO  TsrTO  qi  qfq  ■JZ  TO 
^qq  qq  qq  TOTO  qqiqi  sm  t  qqi  TOTOTO  TO  qqq  qTOq  qrR  qpr  TO  TO)  i  TOk  tjqTO  TOr-fTO)  qqqqf 
q^  "^qr  qfq  TO  fqqqqq  TO  ti  qrq  TO  TO  tqqiqq  qq  qk  qqq  TO  TOti  qq)  qrq  TO  TO  qRtTO  qq)  qqqifq 
qqqr  qq  TO  f  i  ^gfqqT  qff  ^  qqfqff  qft  qq  ^  #t  qfk  qf  fqqr  qrqr  ti  qq  qr  #r  3fk  ^  qpqr  qq 
qqgqfqrqq  ■gfqT  ■f  i 

qiifqqT  qqqq  q^q  ^  -c(iO  srk  Iqr^  qi^  ■ppq  jjqil  ^  qfq  fqqr  qiqT  ^i  srq  sqq  qqf  qff  qffq 

qf  TO  qqf  qfqi  ti 


19.  Maach 

Maach  is  an  extremely  popular  theatre  form  of  the  Malwa  region  of  Madhya  Pradesh.  It  bears  resemblance 
to  Khyal  of  Rajasthan  and  Nautanki  of  Uttar  Pradesh  in  music  but  differs  textually  and  metrically.  Maach 
is  identified  by  its  typical  style  of  prose  and  poetry.  Guru  Balmukund  ji  of  Ujjain  is  known  as  the 
progenitor  of  Maach.  He  composed  sixteen  plays  in  which  he  also  played  the  lead  role.  The  copies  of 
these  plays  is  still  in  the  custody  of  his  close  relatives. 

Maach,  meaning  arena,  is  derived  from  Manch,  a  raised  platform,  which  is  usually  built  in  an  open  space. 
One  week  before  the  performance  starts,  a  pole  for  the  performance  of  Maach  is  fixed  in  the  ground. 
The  artists  get  together  around  that  place  and  their  Guru  performs  the  religious  rites.  The  stage  is  built 
on  the  poles,  5'  to  10'  high  from  the  ground  and  on  the  stage  a  curtain  is  put  on  its  rear  side  decorated 
with  colourful  flowers  made  of  paper.  There  is  no  green  room  in  the  Maach  theatre.  The  artists  change 
their  clothes  near  the  place  adjoining  to  the  stage.  The  audience  sits  on  the  three  sides  of  the  stage 
as  the  Maach  is  performed  from  all  these  sides. 

Initially  the  poles  used  to  be  erected  on  all  sides  of  stage  (Manch)  which  was  covered  by  a  canopy, 
nowadays  there  is  a  curtain  fixed  on  the  rear  like  in  any  other  performance. 
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20.  TTT3 

■RTg  ffh  R73R  ftcf  f‘  fra-TT^t  fl  37^  Ft  if  f  Ndl  f  I  f  RRR  fl  R#}  f  f^TCT  ft  fff  fff  ftf  f,  fftf  fra  f,  ftf  ft  37f 

fra  ^tt  ft?n  f  i  fra  ft  irt  3tIt  ^rat  fkn  i  37k  ^mt  37ft  m^Rr  f  frafR  trhi  7337  ^737  ftm  t,  raff  rttw,  ms}<k  aftr  trtrr 
kW  srra  rtr  flf  fi  di^ns  f  fraf  ft  fsf  ft  err^rt  ft  raift  ti  37k  rrcrt:  uracn^T  ft  raH-37t-fkfra  ft  T#t  ft  f  Irak  w  ttrrt 
if  diRm  if  ftfti  rf  ttr  rarar  ft  uRrararrat  Rrak  f  Irai  irararr  rarcn  fi  RRf»7RT  ttrr  r  fUifui^  ^7«Tr3ft  rtt  frar  fkrr  rt  frag  rtf 
k,  ift  mR-hIhi  k  rtrtrti  ft  iff  k  3Mcd«*7  rrr  77iffra  k  kR  RraRrat,  srk  ratra  r7rt7rr7  twit  rtt  ft  RHifth  13771 

ffra  RTER  ftctt  f  #7  RForajk  qrq  :  ktRFR  ( RFTRRt,  fkufl  iffRfn  7JFRR  ft  f ) ,  fRift  (ft  dkRKR  f  RFct  fra  RI  Rif  fo^^dl  f ) 
fk  RR^T  (ft  fra  fR  dildld  if  «ldl  f )  f,  Rdf  fR77  RRR  37RRR  f  I  3TR  RkRRTR  RRR?tk7Rf  ft  Rlfd  RFR  k  ft  ff^RRi  ft  3Tqfft  ^pMdil 
RR7  3Th-1I  ft  RF7R  fl  MM  f  RTcTTRTR  if  HM  ftf  f  R  Ffft  k  dRPdd  ftf  fl 


20.  Maach 

In  the  Maach  theatre  form,  the  setting  of  stage  occupies  an  important  place.  Elaborate  arrangement  of  set  is  done  with  two  tall 
structures  representing  palaces  with  a  lower  platform  in  between.  A  big  pitcher  on  one  side  and  a  prisoner-post  on  the  other  can 
be  seen.  To  seat  the  king,  the  guards  and  about  16  others,  there  is  a  projected  balcony.  There  is  a  place  to  sit  only  for  the  king. 
All  this  was  to  create  an  imposing  atmosphere  for  the  play.  Apart  from  mythological  stories  and  Pauranic  characters  -  which  have 
universal  appeal,  heroic  play  intertwined  with  the  drama  based  on  theme  of  social  orthodoxy  and  historical  events  are  also 
performed  and  appreciated. 

Three  main  characters  are  present  in  all  the  performances  of  Maach  theatre.  They  are  Choubdar  (the  mace-bearer)  who  acts  like 
Sutradhar,  Bhishti  (who  carries  a  large  leather  bag  to  sprinkle  water  before  the  performance)  and  Farash  (who  rolls  the  carpet  on 
the  stage).  In  addition,  there  is  a  clown.  The  Maach  actor  is  not  a  glorious  figure.  The  performers  in  the  Maach  theatre  are  modest, 
humble  and  are  familiar  to  the  audience. 
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21.  ■RM 

■RT3  ^  TFflcT  k  <Sl<r1=b  RR  tl  Wft  tjfTTfl  RTfstR  tl  ofldd,  3Tk  mtt  kt  RTStf-RTS}  wt  cfTT  %RtT 

%i  ^  ri  ^rfi  Rsk  r  fTfo  ■sfft  ^  Irq;  rtM  ^tt  fktfa  ti  ^-34  rrt  t¥  tr  ^  ^rkt  770^  ^  %k, 
cTTrrara  ^T  ■fed  tl  ■=TCT  tlet  4  ^  ^ft  fk?fa  ^firan  tl  kkTK  8TN  3?k  RTTht  fffe^  (TRK) 
d'MchKl  T^frn  k’  ^r  %  ^cff  t  37k  <sfta  ^  kfW  R  ‘  c^  f  (ru  37#  t)  qqk 

•V 

tl 

TTR-TFR  ‘H-Scbldl  tlcit  tl  t^T^n  t  tft  ^T  RR  Tsp  ^tcTT  tl  3R  '577  RRT?kt  ff  77RTfRR  cjqjHRfTRf  ^ff  ’Jpf'fcl 

t,  § ■h! IVlM,  HM-y>«ll  37^11  tTT^JTT  t"  <H  I H I R  klcH  qft  Xjt  P-ldcfl  tl 


21.  Maach 

Dholak  is  the  primary  musical  instrument  used  in  the  Maach  theatre  form.  The  sarangi  and  dholak  with 
the  accompaniment  of  nagara  are  played  during  the  performance.  To  keep  the  tempo  of  the  plays  upbeat 
the  rhythm  is  a  very  important  component  particularly  in  verses  and  songs.  Dance  too  has  an  important 
role  in  Maach. 

Make  up  is  usually  loud  with  costumes  comprising  shining  clothes  with  pattern  and  lot  of  brocade  work. 
As  contemporary  issues  are  adopted  in  Maach  theatre  nowadays,  make-up  and  costumes  are  taken  from 
daily  life. 
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22.  3ffo3TT-TC  3Tft  '*TT3TlRT 

sffcsn-TC  tor  ^  wife  RTRR^eft  ii  ftr£  RRjRW-w  Rtj  1  marHi’  rtft  ^tt?tt  t,  Iwrti  ^  1  RTTOTlsrT’  f  Ref  tort  3t?|  ftrt  t  -  1  rftT 

Rtj  3TfRRR  £ITT  TOR  RTTRT’l  TOTR  3  RtfRRR  RTRf  (R3f)  3  3T%3TT-RTR  RTt  TOgfft  Rtj  RTRTT  RTTRR  tl  TORTT  Rtfa  3IR>T<R  t=pj  bqfcWr=l  TFT  tl 
TO  HK-M^eTl  tf  TOTR  ^  TOTTRT  RRTTR,  RttTTT  TT«TT  ^MR-R^TT  TOffa  R?t  TTITfTiTTRT  TORT  fireT  ^TTcft  tl  TO  "tct  ^  RTRRTT  R>t  RTRT  RR  TO  tteft 
TOR  t,  fanf  RT^RT  RTRT3Tf  RR  RT  RRT  fTORil  TOIr  «tt  R|TT  TOTT  ^  TTTR  RRTRT,  tRFTT  R  t  tt  fRTRT  WRT  RTI 

^TOR  TO?  t  RRTfRR  Fft  t£  RTTTR  3TfRT3TT-RT3  t£  RTRTRRT  R  ^TOTT-TftcTt  cT^TT  TTR1TO  ^  TOR  'gTsR  TORK  Tt  tl  TORTTOl,  HtlrTHR,  tTeTRTRT, 
TTTPJMrT,  TOTOTf  RT  TOTT  TO#T  FTRT  TFT  tl  RTF  f  fTO  TORTfRRT  cTlRTfifR  Fit  RT  TOR  STRRTf  RT  tt  RT^TT  tRTRT  TOl  cTRTI  tTOT 

ftftf  fertTR  tM  ^  RTTR  R  'JTTtT  RTRT  t,  TOT  fRRT  TOfRTTO-RTZT  RTT  RR?fa  TOTRRR  RTRT  TORTT  tl  RTfRTTO-RTR  fRRT  t  TTRFR  RRT  TOffRRT  TOR 
RTRTTRTf  tit  RTT  RRT  RfF^JR  fRTO  t<2ll  RT  TTRTRT  tl  TJRTO,  3TfRrTO-TO  t  tl  RTRT- 1 Rd tl  t,  RFt  TTT^kT  tf  RR  RTF  t  RTORtofT  3TRRT  'TOTfRRT 
R  3TRt  RTRf  Rt  RTO  RTTRT  tl 


22.  Ankia-Naat  and  Bhaona 


One  of  the  traditional  theatre-forms  of  Assam  is  Ankia  Naat.  The  performance  itself  is  known  as  Bhaona.  The  original  term  is 
'Bhaoloa',  which  means  the  expression  of  emotions  through  mime  and  gesture.  In  Assam,  this  traditional  form  was  born  and 
developed  in  the  monastries,  and  continues  to  thrive  there.  It  is  believed,  that  it  was  Shankar  Dev  who  popularized  this  form  of 
dance-drama.  Apart  from  the  basic  Assamese  character,  there  are  also  traces  of  traditions  of  Bengal  and  Orissa,  as  also  of  Mathura 
and  Brindavan.  The  language  used  in  Bhaona  is  called  Brajboli.  It  is  a  linguistic  union  of  many  sources.  It  is  possible,  that  this 
multi-based  linguistic  structure  makes  the  form  popular,  with  local  changes  and  adaptations,  in  Bengal,  Bihar  and  Orissa. 

As  Bhaona  has  been  inspired  by  Vaishnavism,  down  the  centuries,  it  has  portrayed  the  pranks  of  Krishna  and  the  deeds  of  the 
characters  of  the  epic  Ramayana.  The  festival  of  the  birth  of  Krishna,  Janmashtami,  Nandotsav,  Dolyatra,  Raaspoornima,  are 
occasions  which  can  hardly  be  imagined  without  the  performance  of  Bhaona.  Gradually,  this  theatre  form  became  so  popular  that 
its  performances  were  no  longer  confined  to  just  religious  occasions.  The  farmers,  for  instance,  after  harvest,  used  to  get  the  artists 
over,  for  a  performance.  Ankia  Naat  is  a  rare  combination  of  classical  Sanskrit  and  traditional  Assamese  theatre  forms.  The 
Sutradhar  or  narrator  in  Ankia  Naat  begins  the  play  with  a  commentary  in  Sanskrit,  and  later  on  switches  to  Brajboli  or  Assamese. 
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23.  3Tf%3TT-HTZ  3^  qTsft^T 

4  f^RT  WR  RI  RT3#TT  TOJd  tgRIT  sm  t,  ^  RT3THT  RT  gig?t  f  I  TTsflgT  gi  RFTRq  90  tfte  vRgi  R«7I  1 5  gfe*  gfel  pTcH 

f  1  Tprgg  ^rro  sift  -feRTt  gig  gft  gtgR  3iggT  ggf  ggf  Ffcn,  ^Rriy.  ^3gR  RT  igt  gfgR  RiSR  3  RRR1  3R#T  Rg^ft  i I  gR  3TRRTTgnT 
^  T3^7  TfR  ^TFRTT  (fWRH  RT  hIr^R)  I#  Rlftt  il  ^  I3TI  RI  RRtR  Hu-Svl]  RI  R«TPT  glRT  tl  gR  H^-Sdl  Rlt  ‘gFH-gFR’ 

gtgr  gigi  ti  Tjggr,  tgit-Rftpi,  gRgici,  rrt  gflgr  rt  Rgtu gR  gfcrt  3 gjgg  gft  gift  Rftg  gra  ti  r^rr  ft  Rift  ^ ri  ‘  *5gi'  gfti  t,  fftugfl 
Tjg  ri  rfrt  Tjg  gig  Rgft  i?i  hur4  <gg>4l  ftfc  gift  ft  ng-ft  rt  tstri  gftr  'll  RRgfl  w  ^|gft  gift  ft  -  trgr  ft  ftig  ftt  gigit  gft,  <j*tO 
■wp  gfti 

3rr  fttgi  gigft  ftt  mfg  RiftftT  git  yf^Ri  ft  rjftft  gut  rtrr  gift  ft,  fftft  ‘  ftngr’  gigft  ti  gRgf  gig  ijggii  gg  rrrt,  RRgg  ftftftg  fu; 

ftt  grgrggg  gg  Rfcgg  ftg,  gfift  ft  gftgff  gft  Rfifgg  gRTRi  -  ft  Rii  fftRigRTTR  gftjm  grggft  gft  rtrirri  ft  fttgr  trrr  fti  y<sg  grggr 
ft  Rftgi  ft  rir  Rggrftg  Rift  gg  ft  yg<rn  fti  gngt  gig  ggi  Rftg  gm  ftfg  gg  ^4  ft  gft  unilVi  gft  tjrri,  gig  gftgt  gg  Rftgi  ggT  gggftgg 
ggutg  ^  gnr  gg  grgg  gtgft  ^  ggt  fgggf  gg  ggtfgg  grgn  fgrgr  gM  ti 


23.  Anlda-Naat  and  Bhaona 

The  performance  of  Ankia  Naat  is  presented  in  the  monasteries  in  Bhaona  Ghar.  It  is  roughly  ninety  meters  long  and  fifteen  meters 
broad.  As  there  are  no  walls  surrounding  this  area,  the  audience  can  be  huge  and  everyone  can  watch  the  play  either  seated  or 
standing. 

In  this  rectangular  pavilion,  the  Thaapana  or  throne  is  placed  on  one  end.  The  musicians  have  their  reserved  place  at  the  other  end 
of  the  pavilion.  The  singers  are  known  as  Gaayan-Baayan.  The  musicians,  accompanying  the  singers  play  to  mridang,  rehri-gomukh, 
the  large  jhanjh  or  manjeera.  A  little  distance  from  the  pavilion  is  the  Chattar,  which  is  the  room  where  the  actors  apply  make  up, 
and  dress  up  for  the  show. 

The  pavilion  where  Bhaona  is  traditionally  staged,  is  made  of  bamboo  stumps  tied  together,  to  form  the  pillars  covered  on  the  top 
by  iron  sheets  and  matted  straw. 

Like  most  folk  theatre  forms,  Bhaona  also  begins  with  the  introductory  Poorvarang  also  called  Dhemaal  in  Assam.  It  is  after  this, 
that  the  Sutradhar  comes  in,  dancing,  giving  the  introduction  of  the  play,  the  characters,  the  episodes.  These  traditions  are  all  based 
on  the  classical  Sanskrit  theatre  traditions.  When  the  main  character  makes  his  entry,  pravesh  geet,  or  the  song  of  entry,  is  inevitably 
sung. 

It  is  after  this,  that  a  white  sheet  is  stretched,  indicating  the  conclusion  of  the  introduction.  It  is  also  the  signal  given  to  the  other 
characters  to  make  an  entry,  introduce  themselves,  all  in  strict  adherence  to  the  rules  of  Bhaona. 
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24.  3rfo3TT-TC  ^T3T^TT 

413441  4  ^4  3^  Mij  Hf  414  rail  ll  4l  4R44  44  ‘4R’  TJcf  H  4R44  44  ‘^jn’  47^4  ll  l£jn  stflqTrR  ^144^4  44  T44t4  tl 

WT  44  44?f4  I  ^  TTcT  RcTcTT  TWT  I  sfl  414:  ^144  4441  I  3RWT  I  4TT4  41444  |l4T  'll  4l4t-44t4  4|  Ira  PhN^M  Nhldk  4| 
fUf  447  ‘qi3ft4T  3R#T  47*41 4  Tfl  tl  4*4  I  y<tlff  44  rafT  -f^Hrl-MI  4T344T  47?l  || 

'R'Hn  I  Tl  414f  44  3Tp444  'J44  4^144*  H  47*4  I,  fra444  tR’fTT  feral  Pd  d  aft  -gift  f|  gRgt  41  4*4411  I  *44  Tflpiq  4T?1  44 

rafe  I4741  ram  li  4ira  rararf  I  rafe  4ft  3rlsjr3rf  4ft  ran  I  **4  47*  4*i44ra  ra«rai  Ira  I  graft!  m^hiu,  rail  I,  fll  raira,  444,  ratcl,  44I 
Iff  41*1  4W-M4  raTcTT  li 

3ff4734-4R  47  41244  44  3ralt  *TTf|?4  I  44441  W4  ll  344  *4f4f?447  '^Pdfl  44  Iff!  ?4  4T444  44  fifes  *4T4  |l  41444  44  3144, 
144f  41  Wlf  I  4lf  4127  raT4T,  41441'  47414*4;  I  fralcR  4414  I  £1*1  4124  4*4fd  raifel  fir  f441  44I4t  *Fcft  ll  ^?4,  Hi,  3Tp444  44  yfsMiaff 
I  *44  44  44  ylh  H  1441  T44T  1 1 


24.  Ankia-Naat  and  Bhaona 

In  this  traditional  dance-drama,  there  are  pure  dance  sequences  as  also  sequences  emphasizing  the  element  of  acting  and  mime. 
The  plays  with  a  long  duration  are  called  Naat,  and  those  with  a  short  time-span,  Jhumura.  The  poet  who  has  composed  the 
largest  number  of  Jhumura ,  is  Madhav  Dev.  Normally,  this  dance  form  is  only  presented  during  the  day,  till  sunset.  After  sunset, 
the  Naat,  is  presented,  often  throughout  the  night.  The  performance  ends  in  the  early  morning,  with  ritualistic  Muktimangal.  At 
times  Bhaona  is  performed  with  the  active  support  of  people  of  many  villages,  lasting  quite  a  few  days  and  nights.  These 
presentations  are  called  Bara  Khelia  Bhaona. 

As  a  general  convention,  the  role  of  women  in  Bhaona  is  presented  by  men.  Their  costumes  and  make-up  are  essentially  feminine 
and  in  good  taste.  They  wear  saree  or  mekhala  and  also  wigs.  Some  of  the  characters  wear  masks,  making  their  identity  absolutely 
clear.  These  masks  are  made  of  bamboo  or  terracota.  They  are  painted  with  red,  yellow,  blue  and  black  colour,  according  to  the 
role  played. 

In  Assamese  literature  Ankia  plays  have  been  given  a  prominent  place.  Like  other  classical  theatre  forms,  it  has  its  own  identity. 
Ankia  is  not  divided  into  scenes,  incidents,  intervals,  etc.  It  is  a  continuous  narration  and  depiction  of  dance,  song  and  sequences 
which  are  systematically  presented.  This  coherence  is  also  brought  about  by  the  use  of  prose,  in  both  dialogue  and  narration. 
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